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Snrasvadkantiiabharanam is a work on 
Poetics. (Bhoja has another work on 
Grammar under the same name). This 
encyclopaedic compilation is a record of 
the wide range of human experience and 
knowledge that interested Bhoja. It 
discusses the usual topics of poetics in an 
unusual manner viz. Dosa, guna, 
Dosaguna, Alahkara, Rasa, Drsya and 
Sravya Kavya. There are many earlier 
editions of this work, some with even two 
commentaries, But this alone has an 
English translation. The text has been 
exhaustively and incisively edited, 
without obscuring Blioja's thought and 
intent. 

Poetry cannot be fitted into rigid 
classes either of matter or of manner. 
Rightfully is Bhoja unfettered by the 
terms and definitions, armed with which 
writers try to study ‘Great poetry'. Bhoja 
has a practical approach, and does not 
involve in the speculation on the soul of 
poetry. Me holds rasa to be the crux of 
poetry. Snigara is the foremost which 
can gather into itself all the other rasas. 
Bhoja uses abhimana and ahamkam as 
synonymous with rasa. It is hence, 
inferred that the identification with the 
action and with the chief character, on 
the pan of the reader, brings about this 
delight. The self-transcending suite of 
aesthetic delight, spoken of by 
Abhinavagupta may be a more advanced 
stage of this joy. 
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Chapter Three 

An Examination of Embellishments of Sense 

1. Jdti etc. which, guided by sound knowledge and skill, succeed in 
making the import (of poetiy) effective, are presented to the learned, under 
the designation of arthalankara. 

2. (They are) jdti, vibhavana, hetu, ahetu, suksmam, uttaram, virodha, sarnbhava, 
anyonyam, parivrtti nidarsanam, 

3. bheda, samdhitam, bhrdnti, vitarka, mllitam, smrti, Maya and the pramanams 
of Jaimini, starting with pratyaksam. 

1 .Jdti of Three Types 

There - 

4. The (depiction of) the various appearances that come forth, of every 
object, from its intrinsic nature, in different conditions, they call jdti 

5. This measure of difference from (the guna ) arthavyakti can be seen - 
this (jdti) portrays the appearance which changes (in different conditions), 
while that ( arthavyakti ) presents the permanent form (of things). 

6. Svarupam (typical appearance in a situation), asraya (substratum, i.e. 
subject described), and hetu (cause, circumstance), are the bases on which its 
varieties can be distinguished. These are samsthanam (right posture) etc., and 
in each of them jdti has a different charm. 

7. There svarupam is varied because of the various differences of 
samsthanam (right posture), avasthanam (particular condition), and similarly 
vesa (role/labour), vydpara (business) etc.. 

8. Innocent women, children, animals, low order characters - these 
come under asraya (the subject of description). Place, time, potency and in¬ 
strument (of activity) are the (various) hetus (causes/circumstances). 


470 


(O 


^3 - 

77 HdiW^teHoqvnc^l 

11 ( 7 ) 

3TpT TTW^fo^' T^lMdV-fHlRl TTCSTHfo^ ^TTfcT^: II 


3RM7^ *WT - 

^4 yt^R^F^TT : ^Rdd^ TfKWITO ^TT: I 

[^I^QlcdtS ^^Mdlq<^3^^ddd)d^<l<r1|- 

fef^r of: W§ irm: 5hMoH»irc|4)7lc^%^Mi'ti3=Wi: 11(7) 

3m1wrT: ^TOKrfTTHT^t Wlft ^fe=hlRcfqft 7l<1<M^H%7IH^Wd 7dl<H^P4H 
^Tlfd^: II 


W - 

tT^ifqf^wrPn Kfr^id^P^ i 

WZ8 ^3T ^37Wf7 TjfrT <J 3 ^fesfr TTFTl || ( 3 ) 

[ ^FlfW^TRTcTf^ ^^iciT¥[f^ ^pTFPTI^rM I 

oFFT ^ •^TWft ^ C6PH tTfefr Tim: II] 

?JW ' cKH^Vo ^ M#TO W ^TOt^lcTW ffd wi ^TffcT^: II 

^NRf ^ - 

3rfr -rRto ^raf?r ■qir'j^i w~ 

TTTWT ^*[4714^11$^ I 
^rFcTt5^TcT: ^d^d^KMI^ ^71- 
^n^pTT «J#ft TJgTRW^f: II (*) 

3T5T ■STPTft <>^dHT%7T£fa T^t ^fcT ^TNMTRFT II 
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rfcTfa: 

(1) Jati depicting Svarupam 

Among them samsthanam is as follows: 

He saw Madana (lit self-born) all set to attack, clenched fist touching 
the corner of the right eye, shoulder bent down, and left foot arched, with the 
beautiful bow stretched into a circle. (l) 

Here, since this is how the archer should hold his limbs correctly and 
with concentration, this is the samsthanam variety of jati (describing the 
svarupam). 

By change due to avasthdnam, it is as follows: 

Pressing down the body of Mahisa with her foot, and raising her shoul¬ 
der high, holding up the trident, as the Goddess arches her body, the three 
close lines on her waist, stretching apart, clearly visible with the white skin 
between them, released from the proper hold of her bodice - may they pro¬ 
tect you. (2) 

Here, in acts like a woman’s holding up the trident etc., even done with 
attention <buddhikaritamapi>, the body generally assumes this [apparently im¬ 
proper! posture. Hence this is the jati variety called avasthdnam (describing 
the svarupam ). 

Vesa is as follows: ( Prakrta ) 

Daughter Cutamanjaril Breasts covered with dust from grinding for the 
festival,, eyes red with the excitement of spring, decking yourself with lotuses 
- for whose sake have you adorned the village? (3) 

In the festival of spring, these roles/labours <vefa> of the village lasses 
cause delight to the hearts of all. Hence this is called the vesa-jdti (describing 
svarupam). 

Vyapara is as follows: 

As they marched, finding a pleasant resting place, and claiming it, one 
(soldier) busied himself driving out (another group of) soldiers. Raising his 
voice, and lifting his hand high, he hastened to call out to his own men in the 
distance, who were taking another direction. ( 4 ) 

Here, since the appearance of men occupied in this type of business is 
invariably like this, this is called the vyapdra-jdti (describing svarupam). 
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(3) zmm'tej: 


^ftSTrff ^fflufl 2^ cFT fa i 

■ 53^341 ^wmi ii (h) 

y^bV^'dT '^§5 Ftt^ii] 

m fsE41q WTfaq ^^r^TTf^cTT ^ffa: II 

3T^cf)|p9fcTT ^STT - 

3MlWi™wi ?^l 

■3TT; ^TcWfrr fa»T: WMcTTM: II ( O 

dSTRUTSMl^rntwr^T^Tf^cTT Rifa: II 


fa4RT9RCT W - 

fdRTFnftmt^t "EfWTt: wt I 

\JTiI'-FH^ WP^TfacRTZ: fiic^ftl^clci^- 

^ 1?ft: II (vs) 

m f&^^wnfaR *nfa : n 


^nm\ w - 

^ cf RT^?I R^^'l^lcl: 

^4H jrlH ^<J)1 tHI dMd =fr u il FHcl: I 
ScMKdM faR ^TT «h^NI ^ftcTT^T ^JcT: 
'-W-iTIIHI Tf#q% ^ifddi: II (£) 

m 4i=fri R4 RfaT^rqr ^rfa ; n 
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(2) Jati portraying various Asrayas 

Amongst the various subjects described, innocent lass is as follows: 

‘The kusumbha flowers are stuck to your breasts.’ On this remark from 
her friends, the innocent bride tries to wipe off the nail marks and causes 
laughter. (5) 

Here, since the action typical of the innocent bride is described, this is 
mugdhahganasritd jati 


Involving a child, it is as follows: 

The young lad is driving out the cows which have entered the cornfield 
with his stick, all the while shouting, calling out to other people, running 
round and round and crying. (6) 

Here, as the picture of a child’s action is presented, this is arbhakasritd 

jati. 


Involving lower creatures, it is as follows: 

Resting his face which has scattered away frightened (creatures) on his 
front paws,- whose claws have been licked clean and bright of the blood of 
the freshly killed elephant, his mane smelling of ichor, driving away the pes¬ 
tering bees with scornful turns of the corners of his mouth, the lion sleeps in 
these bowers. (7) 

Here, since the lion’s appearance has been described, this is tiryagasrayd 

jati 


That involving low characters is as follows: 

Your good fortune is fitting, as your fame is proclaimed by hundreds 
of travellers. Your unsurpassed beauty is well earned with your good deeds. 
You have vanquished even Kama in charity,’ As the cold, shivering traveller, 
casting a long, pathetic look, praises him thus, just for a handful of rice, the 
farmer becomes proud. (8) 


This picture of a farmer who is a low character, is nicdsrayd jati 
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(3) Jati sketching the Hetus 

Now the hetus (causes/circumstances). Of those, des'a (place) is as fol¬ 
lows: 


Here are those Vindhya mountain terrains which are dense with bam¬ 
boo woods green with parrots, where the trees have been battered by the 
tusks of elephants charging around in play; in whose bowers of creepers 
near the river, breezes blow, wafting away the drops of sweat gathering on 
the tribal women’s cheeks, in the fatigue of amorous sport (9) 

Here, the description identifies the des'a (place) as the hetu (circum¬ 
stance), asserting, ‘in these parts of the Vindhya mountain, in this manner 
breezes blow’. Hence this is des'ahetu-jati 

Kala (time) as the hetu is as follows: 

The monkeys are shivering violently; the lean, motionless cows, goats 
and sheep are growing weak; even when driven out, the dog refuses to leave 
the pit of the cooking fire; and suffering from the severity of the cold, this 
poor man wishes to draw his limbs into his own body like a tortoise. (10) 

Here, the appearance and actions of animals etc., caused by the hemanta 
(cold) season, is described. Hence this is the jati named kdlahetiu 

Sakti (potency) as the hetu is as follows: 

Thrilling the limbs, causing bliss in the heart, and closing my eyes, this 
is my beloved’s touch gaining on me. (11) 

Here, as the touch of the beloved is described, causing the thrill etc., 
this is the jati named sakti-hetu, 

Sadhanam (instrument of activity) as hetu is as follows: 

Into that humble dwelling, its door blocked by the ploughshare placed 
across it, and pots and pans moved out of the way by women in alarm, 
catching sight of him from afar, the bull charges with his horns, in fear of the 
rain showers slanted by the stormy wind. (12) 

Here, as the appearance of both the instruments, Le., the agent and the 
object, operating in the action taking place, has been described, this is the 
jati variety named sadhana-hetu. 
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r. f^rrt^wn 


~m cfift f^^ncRi n % 11 

f^TT r&W ^ Mow 7TT fH^RJcT! 

■^T t^t t^fcril^oll 

3T^Tt ^ ^FTT fefT 'faf^TT ^ cTT TlfcT I 
cFTPFTT c*T ■qt'ife^T f^m: II U II 


( O ^J&T fwm\ 

m chRUikuP=micRi4T w - 

3TTOTf^?T^T^ ^RTOl^r%T^II U3) 

3T$%3P* ebKHto'gf^r I %tcRR ^ 

YRfST^rNt f^ < Hl c ”Mrl I ^F*T dl-H d-)K u lk < HlcHI' L li f^'Ml c Hl II 


^cTWir6|ch^fo|^|oRliri Tg5T W - 

SHfwfacn ^WlollJldl^ni 

aiRl^cn^TSmsR^ ^fttl(^) 


iwto ^iRh^ir 

#4 ^psi ^i*r wmkTOrf^WTM f4wn n 


(^) f^f^HT 


^'Rdll^uk'MIcHNi fel W - 



cpfR?: 'hR-^N: 

2. Vibhdvana of Three Types 
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9. That is vibhdvana where, through setting aside a ‘familiar’ cause (for a 
phenomenon), the other [actual] reason < karanantar am> or its natural, inex¬ 
plicable presence <svabhdvikatvam> becomes manifest. 

10. It is said to be of three types, viz, suddha, citra and vicitra. Suddha is 
that in which one (usual) cause is rejected for each (phenomenon). 

I 1. Where several reasons are rejected, it is citra . When some detail 
< visesa > of one vibhdvana is presented, employing the same ‘turn of expression’ 
[i.e., another vibhdvana ], or some other (turn of phrase), that is vicitra. 

(1) Suddha Vibhdvana 

There, in karanantara-vibhdvana (the other [real] reason being manifest), 
suddha is as follows: 

With swans intoxicated without drinking wine, the sky clean without 
sweeping, water pure without clearing, the earth was alluring, (13) 

Here, concerning each thing, swans etc., the respective familiar cause 
such as wine-drinking for intoxication etc., is rejected. And the other [actual] 
cause, viz. the advent of autumn, is manifest. Hence this is the vibhdvana 
named suddha falling under karanantar a-vibhdvana. 

In svdbhdvikatva-vibhdvana (finding no cause but only natural presence), 
suddha is as follows: 

O beautiful one! Your eyes are black without collyrium; your brows 
curve without being bent; and this your lip is red without being coloured. 
( 14 ) 


Here, with reference to each item, viz. eyes etc., the respective cause 
like application of collyrium etc., for blackness etc., is rejected. Here the 
natural presence of blackness etc., in the eyes etc., is manifest Hence this is 
the vibhdvana named suddha, under svabhavikatva-vibhavana, 

(2) Citra Vibhdvana. 

Citra in karanantar a-vibhdvana is as follows: 
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3Te^cT TO°t TOFT I 

^tqoqfdRokiH-w sti^rw tos^t to: to 11 (^) 


irfto%$J: -^dcdMel^, <*RU'IM< 


^ 1 #4 to tot TOT?TOtoTOBT 


IN W^lfcfc^COllcj^ldHNi 'qSIT - 

T W toto^ ^toR3rfto3t ? ' tot'WTfto 1 

TOTOTTOKTOSRto *T§*I3^II (^) 

[TO araf^d^-HMWTUd^rf^HWd 1 lMk*f I 

^Hd^Mfo^W^cnTOsfto ■q^«R^n] 

toto y^oto: to§4 I^ldr4^ I TOtofTO^ 

^T ^ "tot fe^nto 1 #4 to tot TOT^ftotoTOto Ritoht 11 


?T0sr -qt^nqi fsfto w - 

to tofgjfa ^T^TR^TO^I 
STTOto^TPTT toto ■gi^T 3 li ( *V9) 

4i d <4i to ^ -h 1 J w 1 to toti d *ntot: wqrftoto Titorraroro TOrtor fto 

TOd: I to toldHto toldTO^i ftototor fdto TOT fdTORT tof II 


tororr dtto^n - 

todTOTT dPfcIW^Hi d<1 ^rdPiqeklTOT: I 
'‘tocT toWtof WTOrtojTT: ^idy^lMI: II (^) 


cjcffa: 
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Now she reached an age, beyond childhood, which is an adornment of 
the slim body, not tended, a cause of intoxication, not named wine, and a 
missile of Madana <Kama>, other than the flower (arrow). (15) 

Here, with reference to one thing, viz, the appearance of youth, for its 
several features such as added beauty, the usual causes such as attention 
and care, are rejected. Instead, other reasons, viz. the development of the 
breasts, the deposit of elements everywhere, the gaining of grace, brightness 
etc. are manifest Hence this is [the vibhdvana j named citrd in karanantara- 
vibhavancL 

The same (i.e. citrd) in svabhavikatv a-vibhdvana is as in: ( Prakria) 

Bow down to that crusher of (the demon) Madhu, who is lofty without 
heightening (lit fixed but tall), all-pervasive without being scattered, deep 
without lowering, infinitesimal without being diminished, manifest without 
his true nature being known. (16) 

Here, with reference to the one Visnu <Madhumathana>, several familiar 
causes like raising etc., for (his qualities like) loftiness etc., have been re¬ 
jected. And the naturalness of these qualities in him is manifest Hence this 
is the vibhdvana named citrd, under svahhavikatva-vibhavand. 

(3) Vicitra Vibhdvana 

Made vicitra by the same ‘turn of speech’, it is as follows: 

Her naturally fragrant face, her body, beautiful without purpose/rea¬ 
son, is my enemy without cause and my friend without reason. (17) 

Here, the two vibhavanas in the second half are of the karandntara type, 
calling in parting and union as the reasons. Their [supporting] detail is pre¬ 
sented <vis'esa uktah>, by the earlier pair of svdbhdvikatva-vibhdvands [describing 
her face and form], in orderly enumeration. Since a detail <visesa> (of the 
subject) of one vibhdvana is presented by another vibhdvana within it, this is 
the vibhdvana named vicitra, with the same ‘turn of expression’ [i.e., vibhdvana 
within vibhdvana J. 

When rendered ( vicitra ) by another ‘turn of expression’, it is as follows: 

For the forest dwellers living with their beloveds there (in Himalaya ), 
the herbs spreading their glow in the interior of their cave homes serve at 
night as love lamps which are not filled with oil. (18) 
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Here, ‘love lamps which are not filled with oil’ is a svdbhavikatva-vibhavana. 
The specific context <visesa> of this is presented by the substance of the re¬ 
maining words (of the verse) which are not in the vibhavana form. Hence this 
is the vibhavana which becomes vicitrd, through another turn of speech. 

3. Hetu of Four Types 

12. The karanam (causing, reason/indication) of an action/event is 
called hetu (cause). In poetry four types, viz. karaka- (doing), jhdpaka- (bringing 
to knowledge/indicating), abhava - (absence/omission) and citra - (fancied) 
hetu, are there. 


(1) Karakarhetu, Threefold 

1 3. That {hetu) is called karaka which brings into being <pravrtti->, ends/ 
destroys <nivrtti> or prompts <prayuktb (some thing or state), ‘entering the 
action’ [i.e. directly] or without participation <udasina> [i.e. indirectly]. 

Of them, pravartaka {hetu), ‘entering the action’, is as follows: 

This breeze from the Malaya (mountain), rustling the leaves of the sturdy 
sandal trees, is causing delight in everyone. (19) 

As the Malaya breeze, described thus, is involved in the act of causing 
pleasure, this is the type of karaka-hetu named pravartaka. 

The same {pravartaka-hetu ), ‘not entering the action’, is as follows: 

Through the might of that King, his gardens became the home of di¬ 
vine trees, which bore new silks for fresh leaves. (20) 

Here, as ‘might’ functions as hetu without entering the action, it em¬ 
ploys the third (instrumental) case ending, and is not in the nominative case. 
Hence this is the type of karaka-hetu ‘not entering the action’. 

Nivartaka {hetu), ‘entering the action’, is as follows: 

After shaking the sandal forests, and touching the Malaya cascades, this 
wind has arrived - to kill the travellers. (21) 

Here, as the wind of this kind is involved as the agent in the act of 
accomplishing the killing of the travellers, this is the type of karaka-hetu named 
nivartaka, ‘entering the action’. 
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The same ( nivartaka-hetu ), ‘not entering the action’, is as follows: 

Because of sleeplessness, union with her in dreams is denied (lit. turned 
into wasteland). And the tears do not let me see her, even in a picture. (22) 

Here, not entering (the action of) preventing union, the word ‘sleep¬ 
lessness’ takes on the fifth case ending in the sense of the third (instrumental) 
case. Again (the agent) ‘tears’, entering the verb ‘letting’ and staying out of the 
verb ‘seeing’, takes it (‘seeing’) up secondarily, due to its relation with the 
object (i.e. ‘her in the picture’). Hence this is the nivartaka type of karaka-hetu, 
‘not entering the action’. 

The prayojaka (hetu ), ‘entering the action’, is as follows: 

While that invincible one is alive, the army though slain, is not de¬ 
stroyed. And when Hanuman gives up his life, even though living, we are verily 
dead. (23) 

Here, in both the actions - the army coming back to life and dying, 
Hanuman ‘enters’, as the condition necessary (for them), conveyed by the use 
of the seventh case, and so is the prompter of the action. Hence this is the 
type of karaka-hetu named prayojaka which ‘enters the action’. 

The same ( prayojakahetu ), ‘not entering the action’, is as follows: 

‘I shall practise anger’- resolving thus, the maiden gazes at her friend, 
who has assumed the place of her lover, with eyes athwart, brows knit, and 
lips quivering. (24) 

Here it is not possible for the action of practising anger in the knitting 
of brows, looking with cross eyes etc., to enter into itself. [These acts indicat¬ 
ing anger are prompted by the resolution to practise anger, by the girl who is 
making herself enact them.] ‘Not entering the action’, this is the type of 
karaka-hetu named ‘ prayojaka indicated by words’. 

(2) Jndpakarhetu 

1 4. And the purpose/aim daksanay which the second, third, fourth or 
seventh case (in grammar) conveys, without‘entering the action (of the verb?)’, 
is called the jhapaka-hetu (indicating cause). 

To be expressed by the second case it is as follows: 
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Like the charm of fresh leaves sprouting on trees, many dainty gestures 
appeared, as messengers of promised love, on the royal suitors, whose dream 
towards Indumatl stood openly revealed. (25) 

Here, even without entering into the action (of wooing), the fine ges¬ 
tures of the kings are seen to be directed towards Indumatl This laksanahetu 
effects the second case (tarn) in combination with the (preposition) prati 
(‘towards’). 

To be expressed by the third case that serves characterisation 
<itthambhuta-laksanam >, it is as follows: 

Black at the throat, with the skull in his hand, with matted locks of a 
soft red hue, the moon-crested, bull-bannered \Siva\ appeared. (2(>) 

Here, ‘black at the throat’ etc., even without entering the action (of the 
verb ‘appeared’), present ‘the bull-bannered’ | Siva], in the way ‘with matted 
locks’ does ‘the ascetic’ yatabhih tapasab . 

To be expressed by the third case, indicating unusual features of parts, 
it is as follows: 

As a child he was the four armed one ( Visnu ) in form; by visage he was 
the three-eyed one (Siva), equalling the full moon in lustre. As a young man, 
he was the vanquisher of kings with his arms. Now, undoubtedly he is the 
sun in his splendour. (27) 

Here, in ‘four-armed by body, three-eyed by face, by splendour the 
sun’, through the unusual characteristics of his parts, the extraordinary cre¬ 
ation presented by the whole (person) is shown, in the same way as in l ak$nd 
kdnaK (blind by eye). 

To be expressed by the fourth case that is employed for betokening, it 
is as follows: 

May that daughter of the mountain protect you - who was delighted 
and apprehensive at her wedding, armed with the poison fighting powder for 
the great serpent ( Vasuki ), binding herbs for the snakes, bearing gems in her 
hands for the virulent poison in (Siva's) throat, (remembering) the magical 
formulae taught by the old women of the family for the ghosts and spirits 
attending on her husband. (28) 
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Here, as the direct mention of serpents is not fitting in the description 
of the auspicious ritual of ParvatVs <Gauri> wedding, the ominous signs such 
as and-dote preparation, are employed to indicate the serpent etc. on the 
god (&va), in the manner of‘the lightning is red for (warning of) the hurri¬ 
cane’. Then, having ‘indicated by the sign’, as the relation executed by it can 
work in both ways, the fourth case-ending conveys the (serpent, poison etc. 
as the) target <laksya>, in the manner of‘meant for that’, rather than as the 
marks <laksana> [characterising Siva ]. As the matter has been removed from 
the operation of the third case (by the sanction of grammar), and as the 
relation expressed by both (the third and fourth) has been conveyed by one 
(fourth) case-ending, just as rajnah purusah [conveys several relations?), the 
third case is also not there. 

To be expressed by the seventh case, indicating the event/action (which 
provides the situation for another action), it is as follows: 

Upon the general’s (Kartikeya’s) controlling, in this manner, those iganas) 
who were fleeing in various directions, stopping him, smiling a little, there 
stood $»<z(liL Andhaka’s foe). (29) 

Here, by the general’s action of controlling the fleeing soldiers, (the 
occasion of) Siva's action of revealing himself is indicated, as in ‘upon the 
cows being milked, he went’. This is only a sample. By this other indications 
of action expressed through (the affix) satr etc. are also meant, as in ‘ laughing , 
stood there’ in this verse itself. 

Or as in: 

As the sacrificers duly offer oblations in the course of sacrifices, he 
(that demon), versed in magic, snatches them away from the very mouth of 
the fire, before our eyes (lit of us, witnesses). (30) 

In indicating action (as the occasion for another action), (not merely 
the seventh case, but) the sixth case is also used ( nah misatdm ), when it is 
attended by disregard. 


(3) Abhava-hetu, Fourfold 

15. Here abhava-hetu (absence being a cause) is fourfold, because of 
(the various ways in which absence can be interpreted, like) pragabhdva (prior 
absence) etc.. But its varieties on the basis of [particulars like] absence of pot 
etc., cannot be counted. 
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Of these, ( hetu in the form of) pragabhdva (prior absence) is as follows: 

Due to the lack of application in learning, lack of contact with men of 
intellect, and lack of control of the sense organs, vices arise in men. (31) 

Here, the lack of application in learning etc. leading to vice etc., are 
cases of pragabhdva being the cause. 

(Hetu in the form of) pradhvamsa-abhava (final absence) is as follows: 

Gone is the craze for tales of love; spent is the fever of youth; delusion 
is ended; thirst has been left behind; [my] heart is set on the holy life. (32) 

Here the finishing of craze over love tales etc., leading to the pursuit of 
the holy way of life, is a case of pradhvamsa-abhava being the cause, 

(Hetu in the form of) itaretara-abhava (one not being the other) is as 
follows: 

These are forests, not houses; these are rivers, not women; these are 
deer, not kinsmen; this delights my mind. (33) 

Here, ‘these are forests, not houses’ etc. is an itaretara-abhava causing 
the heart’s delight 

(Hetu in the form of) atyantabhava (total absence) is as follows: 

There is complete absence of thoughtless action on the part of gentle¬ 
men (good people). So in them fortune grows unhindered. (34) 

Here the atyantabhava (total absence) of thoughtless action is the cause 
of fortune growing unhindered. By this the abhavabhdva (ending of absence) 
variety is also explained. 

Here (hetu in the form of) prdgabhdvabhava (ending of prior absence) is 
illustrated thus: 

The buds of the mango trees in the garden are no longer unopened. 
(So funeral) water with sesamum must be offered to the wives of travellers. 

(35) 

Here the birth of a thing is called prdgabhavdbhdva. So the new blossom¬ 
ing of the mango buds becomes the cause in the death of travellers’ wives. 

(Hetu in the form of) pradhvamsdbhdvdbhdva (prevention of final absence) 
is as follows: 
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May that beautiful frame of Laksmi (lit the ocean’s daughter) of heavy 
hip, deep navel, imperceptible waist and high breast, protect you, her eyes 
closed in the embrace of her consort (Vi$nu), and her safety prayed for by 
Brahma, who is relieved that no harm has come to his home in Fuww’s navel 
lotus. (36) 

Here, even on embracing the body as described, no harm coming to 
the navel lotus abode of Brahma < Vidhb, i.e., the continuing existence of a 
thing, is called pradhvamsdbhdvabhdva, And here that causes peace in Brahma, 
who resides in the navel lotus of Visnu <Acyuta>. 

(4) Citra-hetu 

16. The varieties of citra-hetu (fancied cause), viz. mdurakarya (producing 
a distant effect), sahaja (originating with the effect), kdrydnantaraja (occurring 
after the effect), yukta (with matching effect), ayukta (without matching effect) 
and so on, are innumerable. 

1 7. These hetus, based on figurative usage (of language) in practice, 
should be employed in such a way that they lend colour to poetiy. 

Of them mdurakarya-hetu is as follows: 

[.Kalidasa on the child emperor Sudarsana :] 

Not having attained comparison with the yoke (in length and power), 
unmarked with the scars of the bow string, untouched by the handle of the 
sword yet, his arm already protected the earth. (37) 

Since the duties of youth are already being fulfilled in childhood, this 
is the citrarhetu called vidura-karya, 

Sahaja-hetu is as follows: 

[Kalidasa on the emperor Raghu:J 

In one move that elephant-gaited one surmounted both the hereditary 
throne and the entire circle of foes. (38) 

Here, even though the motive-action relation obtains between them, 
and so ascending the throne and overrunni ng the circle of foes are ‘prior and 
later’, the quick succession of events is conveyed by making the cause and 
effect simultaneous. So this is the citra-hetu named sahaja. 
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Kdryanantaraja-hetu is as follows: 

Spreading its rays all around, it was later that the moon-orb rose in full; 
even before that rose in full tide the love ocean of the deer eyed ones. (39) 

Here, the rising of the love ocean even before the rising of the moon, 
which is its cause, makes the effect precede (the cause). Depending on figu¬ 
rative usage (making their love an ocean), this builds up the extraordinari¬ 
ness in the causing. So this is the citra-hetu named kdrydnantaraja, 

Yukta-hetu is as follows: 

With your fame mingled with your love of virtue travelling (far and 
wide), a streak of saffron (mixed with sandal) <ardhakunkumam> has made its 
appearance on the face of the quarter brides. (40) 

Here, the saffron on the faces of the quarters is ‘your love of virtue’ and 
the sandal is ‘your fame’. So this is citra-hetu making use of figurative expres¬ 
sion, named yukta. 

Nayukta-hetu is as follows: 

It does not close up the lotuses, nor does it traverse the sky - your face- 
moon strives only to wrest my breath away. (41) 

Here, the closing up of the lotuses is not accomplished by the face- 
moon. Hence this is the type of citra-hetu named nayukta. 

Since the word evam [in kdrikd 1 6] denotes ‘(several) varieties’, 
vyadhikarana (cause somewhere and effect elsewhere) etc. are also included. 

Vyadhikarana-hetu is as follows: 

She is the young lass but adolescence lies in our words; she belongs to 
the weaker sex, but it is we who are timid; she bears the weight of high 
breasts, but it is we who are tired; she is burdened with heavy thighs, but it is 
we who cannot walk. Strangely enough the faults of another are making us 
awkward. (42) 

Here, the cause being somewhere and the effect elsewhere is clearly 
brought out Hence this is the type of citra-hetu named vyadhikarana. 
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tJcfhT: sRAiy: 

4. The Three Types of Ahetu 

18. When, due to the nature of the thing or by bringing about the loss 
of ability, there is ahetu (failure), either it does not result in the effect <akrtakarya> 
or it is impeded <vyahata>. 

Here, the akrtakarya-ahetu due to the nature of the thing, is as follows: 

Goddess! Neither did your brows leap on the stage of your forehead, 
nor was your sweet smile stopped by harsh snorts. Even as you were en¬ 
grossed in the activity of (slaying) Nisumbha, your face lotus remained unspoilt 
by fierce grimaces. (43) 

Here, the cause, namely, the activity around Nisumbha, does not pro¬ 
duce the harsh reactions of knitting the brow etc. and thereby spoil the face 
lotus of the Goddess. Since this is due to the nature of that face, this is ahetu 
in which the nature of the thing prevents the effect. 

The same ( akrtakarya-ahetu ), by bringing about the loss of ability, is as 
follows: 

Twilight is full of love (or dusky); and the day is moving just before her. 
Yet there is no union. Alas, the ways of destiny are strange. (44) 

Here, the causes of union - ‘being full of love’ and ‘moving just ahead 
of - are made ineffective by destiny. Hence this is the ahetu named 
akrtasvakdrya, brought about by the loss of ability. 

Vydhata {ahetu} due to the nature of the object is as follows: 

Where (in abodes in the city of ' Alakd), as their silken robes are pulled 
by eager lovers, with trembling hands loosening the waist knots, the handfuls 
of (cosmetic) powder flung by the yaksa women in bashful confusion at the 
dazzling rays of the gem lights prove futile. (45) 

Here, in extinguishing the gem lights, the fistful of powder, though not 
giving up its form, is impeded by the nature of the object, viz. the gem (as 
bright as) lights. Hence this vydhata-ahetu has occurred due to the nature of 
the object 

The same {vydhata-ahetu) through bringing about the loss of ability, is as 
follows: 
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When Siva <$ambhu> is engaged in the dance of destruction, the moon- 
orb, struck and broken, dripping nectar and reviving the primal frame of 
Visnu <Hari> in his hand, as the new Visnu <Murdrh bends and sees Laksmi s 
shining form, may the futile leap he begins with a mind turbid with anger, 
protect you. (46) 

Here, with a mind dark with anger, even though he can leap down, he is 
impeded by being held in the hand of Siva<Tsvara>, as indicated by the word 
mithyd (in vain). Hence this is the ahetu type called ‘ vydhata brought about by 
the loss of ability’. 

(1) Karanamdla 

19. That series of causes, which is called karanamdla (chain of causes) 
is also not different from ahetu, as in that too the causes are not effective 
severally (individually). 

20. Of its two varieties, one occurs when the causings are explicitly 
stated; and the other occurs when the causings are implicitly known. 

Of the two, the first is as follows: 

Controlling the senses is the cause of good conduct; by good conduct 
one’s virtue grows; people love the man of great virtue; and prosperity springs 
from the love of people. (47) 

Here, even though ‘controlling the senses’ etc. are causes for a succes¬ 
sion of effects, since, in the birth of prosperity, all work cumulatively, each 
cause depending on the earlier one, as explieidy stated in words used as 
instruments of action etc. |in the different cases and compounds, for the 
purpose of showing them as causes, one after the other], it is the type of ahetu 
in which the operation of causing in the karanamdla is explicitly stated. 

The second one is as follows: ( Prdkrta) 

Being thick and hence hard to grip, his neck, held tight between the 
two hands and wrung (by Kma), life departed with a struggle from (the bull 
demon) Rista, (48) 

Here, in the departing of life with difficul ty, the wringing of the neck, of 
the wringing, the hard grip, of the hard grip, difficulty in holding, because of 
the thickness - the reason/circumstance is implcitly understood. Hence this 
is the ahetu variety consisting of karanamdla in which the causing is implicitly 
known. 
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2 1. When, in a gesture <ingitam> or (change in) appearance <akara>, an 
import is perceived, it is called suksmam, because of its quality of subtlety. 
Because of its subtlety, suksmam differs from pratyaksam (direct perception, 
the description of which forms another alahkdra called pratyaksam ], in as 
much as it is not given to plain perception. 

22. Here, suksmam is considered to be of two types - expressed in so 
many words and implicitly known. Both of them have the common feature 
of indicating through gesture or appearance. 

The expressed suksmam which indicates (the import) in gesture is as 
follows: 

Not concealing their dreams fixed on her, the royal suitors sported 
various fine gestures, charming like fresh leaves sprouting on trees, which 
carried the message of promised love. (49) 

Here, the hope of winning the princess [Indumati) in the kings gathered 
for the svayamvara, which has been expressed in words (by the poet], is re¬ 
vealed by their fine gestures. Hence this is expressed suksmam, indicating (the 
import) in gesture. 

The same, indicating through appearance, is as follows: 

She could not express, out of decorum, her desire fixed on that young 
man. But it burst out in the form of thrilling skin on the slight frame of that 
curly-locks {Indumati). (50) 

Here, in ‘desire becoming fixed, burst out of her slight frame in the 
form of horripilation’, the variety of expressed suksmam indicating (the im¬ 
port) through appearance, has been shown. 

The same (expressed suksmam), indicating through both (gesture and 
appearance), is as follows: 

At the musical gathering, as she fixed her gaze on you, there grew on 
her face lotus, an indescribable beauty, which betrayed her great attachment 

(51) 
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Here, ‘gaze fixed on you’ is gesture; and ‘indescribable charm on her 
face lotus’ is appearance. With the help of these, the words ‘betrayed great 
attachment’ convey the blush on the face in a subtle way. Hence this is the 
kind of expressed suksmam which indicates (import) by both (gesture and 
appearance). 

Pratiyamdna (implicitly known) suksmam in which the gesture indicates 
(import), is as follows: ( Prakrta ) 

The lady did not respond when spoken to, and snapped at every one 
without reason, when the river bank was on fire. (52) 

Here, ‘not replying’ and ‘getting angiy with the attendants’, along with 
the cause, ‘the river bank being on fire’, bring out the mental anguish of the 
woman upon the secret meeting place being burnt down. As all this is indi¬ 
cated by the sense of the expression, this is the implicitly known suksmam, 
indicating (import) through gesture. 

The same pratiyamdna {suksmam), indicating (import) through appear¬ 
ance, is as follows: {Prakrta) 

The face of the dusky beauty, with the charm of glances from half 
open eyes, darkens, as she sees the farmer’s son walking about, sporting ear¬ 
rings made with jambu leaves. (53) 

Here, ‘glancing with half open eyes’ and ‘darkening of the face’ are the 
two appearances indicating the mental anguish of the dusky beauty, at the 
thwarting of her going to the secret meeting place, known from ‘the ear-rings 
made of jambu leaves’ [from the grove where the assignation was to be kept?]. 
Hence this is the implicitly known suksmam variety indicating (import) through 
appearance. 

The same {pratiyamdna-suksmam), indicating (import) through both (ges¬ 
ture and appearance), is as follows: 

When her lover, offering her special flowers, addressed her by her rival’s 
name, the proud woman did not say anything, but her eyes filling with tears, 
she merely drew lines on the earth with her foot (54) 

Here, ‘writing on the earth with her foot’ is gesture; ‘the eyes filling with 
tears’ is appearance. The mental anguish of the woman angered by the slip 
in the name is apparent through these, without being stated. Hence this is 
the suksmam variety in which the import is gathered, as revealed in both 
gesture and appearance. 
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23. (Presenting) the essence (most important part) of things is called 
uttaram in poetry. It varies, presenting dharma (quality) or dharmi (possessor 
of quality) and also by employing vyatireka (distinction). 

Among them, {uttaram/sard) in the form of dharma is as follows: 

From wealth, charity; from speech, truth; fame and goodness from life; 
help to others from this body; the essence should spring from things without 
essence. (55) 

Here, as the qualities of charity, truth, fame etc. are drawn out as the 
essence of wealth etc., this is sara in the form of dharma, 

( Uttaram ) in the form of dharmi is as follows: 

The spring blooming with white lotuses, the terrace lit by moonbeams, 
and the beloved displaying a mood of amour - this is happiness for men of 
fortune. Their riches are other things. (56) 

Here, spring etc. are drawn out as the essence of fortune. Hence this 
is sara in the form of dharmi 

Then ( uttaram ) in the form of dharma, with vyatireka (distinguishing) is 
as follows: ( Prdkrta ) 

All that is well taught in experienced women gives joy during love, and 
all that is untaught in new brides gives love itself. (57) 

Here, the well taught amorous acts of mature women and again the 
untaught love of inexperienced women cause happiness. Taken from other 
actions, these characteristics of ‘being trained’ and ‘being untrained’, are 
applied to loving, thus revealing the essential characteristics of (mature and 
young) women along with their distinctions. Hence this sara is of the form of 
dharmavyatireka. 

The same ( uttaram) in the form of dharmi with vyatireka, is as follows: 

Earth is the essence of empire; on that earth the city, in the city the 
brick and lime mansion, in the mansion the bed, and in the bed it is the 
beautiful woman, the embodiment of all Madana’s wealth, who is the essence. 

(58) 
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Here, the dharmis, earth etc., are successively distinguished as more 
and more valuable/essential in the series. Hence this is dharmivy atireka-sd.ro. 

By this, the variety involving both dharma and dharmi is also explained. 
That is of two types - samanyatah (general) and visesatah (specific). 

There samanyatah sdra is as follows: 

This world, even though lacking in substance, appears to be full of 
substance because of music, the moon, betel leaf, camphor, and beautiful 
women. (59) 

Here, as music etc, are all taken as the essence of the world, without 
specifying any particular kind, and as their essentiality in making the world 
worthwhile is shown by the third case-ending expressing ‘because of, this is 
samanyatah dharma- dharmiruparsara, 

Vis'esatah is as follows: 

[.Himalaya to the sages:] O best of the twice born! I deem myself hal¬ 
lowed by these two alone - the stream of Ganga. descending on my head and 
the water from washing your feet (60) 

Here, as ‘the stream of Ganga’ and ‘the water washing the feet of the 
seven sages’, acknowledged as ‘the essence’, are specific things {dharmis), and 
their taking part in the sanctification of Himalaya (is a dharma ), this is vis'esatah 
dharmadharmirupa- sdra. 


7. Virodha 

24. (Presenting) the mutual incompatibility of things is called virodha 
(contrast). It is fourfold - asahgati, pratyanikam , adhikam and visama. 

In them virodha can be suddha (simple) or grathita (strung serially). Of 
the two, the first ( suddha ) is as follows: 

Where the tenderness of the young woman and where indeed the dread¬ 
fulness of the great war! Where the hand wearing the bracelet and where 
indeed the sword with ivory handle! Where fresh youth and where indeed 
the indifference to Madanal Your behaviour contrary to feminine pursuits is 
charming. ( 61 ) 
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Here, since the mutual incompatibility is simple (one-to-one), between 
the softness of the young woman and the dreadfulness of the great war etc., 
this is virodha of the suddha type. 

The second ( grathita ) is as follows: 

If he is a robeless (mendicant), of what use is the bow to him? For one 
who has a weapon, of what use is the sacred ash? If he has the sacred ash, of 
what use is a woman? If she is there, then why hate Madand ? Watching the 
mutually opposed acts of his master (i.e. Siva), Bhrhgi assumes a body of just 
bones covered by a close network of veins. (62) 

Here, as digvasata (wearing nothing) etc. exhibiting mutual incompat¬ 
ibility are linked one after the other, this is the type of virodha called grathita, 

(1) Asaiigati 

Asangati (type of virodha ) is as follows: ( Prdkrta) 

She is a new poison creeper that has sprouted in the field of society. 
For it is known that he whose neck she does not clasp, dies, instead (of being 
saved). (63) 

Here, in ‘he on whose neck this poison creeper does not fall, dies’, as 
the two events are mutually incompatible, this is the asangati type of virodha. 

(2) Pratyanikam 

Pratyanikam (type of virodha ) is as follows: 

On gazing at that deer-eyed one for joy, alas, longing, anguish, regret, 
sleeplessness, wasting of the body - these were the fruits I got (64) 

Here, merely looking at the deer-eyed one should result in bliss. But 
‘looking at her resulted in anguish etc.’ shows the opposite result. Hence this 
is the variety of virodha called pratyanikam 

(3) Adhikam 

Adhikam (type of virodha) is as follows: 

There was but one Rama (lit. son of Dasaratha ), and the demons were 
thousands in number. But in the battle, they saw him in as many numbers. 

( 65 ) 
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Here, in the battle fought by one Rama <Ddsarathi> with the many de¬ 
mons, he is seen by them in as many numbers as they. Many <ddhikyam> is 
seen contrasted to one, so this is virodha of the adhika type. 

(4) Vifamam 

Visamam (type of virodha ) is as follows: 

The dense black smoke from his (lit. whose) sacrifice, adorning like 
tamdla leaves the ears of trayl [the tri-veda personified as a woman] and be¬ 
coming the curling tresses on the forehead of the quarter maidens, whitened 
your fame further. (66) 

Here, since the ‘whitening of fame by black smoke’ shows variance 
<vaisamya> from the familiar truth, ‘that which is born of something grows like 
if, there is mutual incompatibility. So this variety of virodha is named vi$ama. 


8. Sambhava 

25. Contemplating the emergence of a cause (/Having observed many 
events or consequences), (the envisagement/speculation,) ‘it will be/must 
be like this’, is called sambhava. It lies in vidhi (positive projection) or niyedha 
(negative ruling out), or in both or in neither. 

Of these, the vidhi type is as follows: 

( Yak$a tells the cloud:) When you, stealer of Viynu’s<$arhginah> darkness, 
stoop down to drink water, the wanderers ( siddhas ) in the sky will surely turn 
their gaze on the river whose great flow, from afar, will look like a string of 
pearls with an enormous saffire in the middle, adorning the earth. (67) 

Here, ‘when you bend down to take water, the stream of the river will 
appear to those moving in the sky like a necklace of pearls with a blue gem 
placed in the middle’- as this positively envisages a happening, this is the 
vidhi type of sambhava, 

Nisedha type of sambhava is as follows: 

\Arjuna’s thoughts on seeing the kirata’s ability:] ‘Attacking the enemy’s 
vulnerable points heavily, and guarding one’s weak points with presence of 
mind - this is not possible even for Rhisma or the preceptor (i.e. Drona ). It is 
definitely not possible in a forester. [So this is not a common hunter.] (68) 
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Here, ‘this skill in the art of archery is impossible in Bhi$ma and Drona 
and so it is ruled out in a forester’ - this is sambhava of the nifedha type. 

When sambhava involves both vidhi and nifedha, it is as follows: 

O my friend (cloud)! Much as you would like to go speedily for my 
sake, I foresee your tarrying on every mountain fragrant with kakubha trees. 
Welcomed by the peacocks with joyful cries, with their eyes full of tears, I 
hope you will somehow try to travel quickly. (69) 

Here, ‘even though you would like to go quickly, I foresee your tarry- 
ing’- this has a vidhi (positive) form. [i.e.,you will stay to enjoy the fragrance of 
the kakubha flowers.] ‘Somehow try to travel quickly* - this has a nifedha (nega¬ 
tive) form, [i.e., you will not be able to part from the peacocks.] Here, since in 
both vidhi sind nUedha modes, (the cloud’s travelling quickly) is not expected, 
this is the variety of sambhava involving both. 

Sambhava involving neither is as follows: 

]0 Cloud!] If, like a divine elephant, you suspend your fore in the sky, 
and bend to one side, for drinking her (Gahgd’s) pure, crystal clear water, I 
imagine, with your reflection on her flowing stream, she will at once gain the 
beauty of being joined by Yamuna, in a place other (than Prayaga). (70) 

Here, in ‘If you do this, then this will occur’, as vidhi and nisedha are not 
perceived, this is the type of sambhava which is anubhaya (neither). 

By this, alternative (expressed) in vidhi and nisedha is also explained. 
For example: 

O lotus-faced one! If there be a thousand tongues skilled in narration, 
and unparallelled attention, and very long life, even then, (it is not certain) 
whether an examination of all the virtues of this monarch can be done or 
not. (71) 


This is explained by the expression itself. 

26. And others define sambhava as drona (a measure) being present in 
khdri (a larger measure), and fifty in hundred (by implication). But that is not 
different from anumdnam. 

It is different if there is an element of indefiniteness. For example: 




KEaiilCHiKKiE 




kIBEBIUISSI 


3T5T ' 3: T®Tr ^t 0 !: "ST^T 

=1T *T 

TJcf t’m: II 


iESIHIEiGiCBUf 


t, ^r^TT^r%^i 


^1 




A fw m i 


TcWlll ^ 


^«TT - 


^3R ?PRT: 


II 


^l^il'HMHHi^ «njpr mqiWr *j®R*j®i*n5r: 11 (03) 


■aerl^R ^«tt 


' 35^1 "Ptst? ^ ^ M ^srr i 

WN#T3TTfsr elf W «IR TPJSTfR cFJQ^ II (\S*) 

'WcT ReT W w rdTdl^rdrgt ^rfsT^: I 
wnfrRF#r w cf«7T *mi 'ormPm ?prarflf?ni] 


|i|i ||iH[ GEiTjimt21 
RfrMrfBMpntMLfF 


lllB»IRirJIL»IR!lfgJfiTJI 




cfcfkt: 


513 


The eyes of the deer-eyed one, with their corners held in check by her 
untended locks, not moistened with collyrium, having forgotten the arching 
of the brows, as she has denied herself wine, will, when you reach her, I think, 
flutter open, in beauty reaching comparison with the blue lotus which has 
been set aflutter by a darting fish. (72) 

Here, the ‘drona in khari, fifty in hundred’ type of certainty is not there 
in the not tending of the hair, not applying collyrium in the eyes, giving up 
wine drinking etc. in separation from the beloved, or in the fluttering open of 
the eyes at the news (about him) from the friend. As all this is foreseen from 
actual observation of many instances of such action, this too is sambhavao[ 
the vidhi type. 


9. Anyonyam 

27. Mutual service is called anyonyam. It is threefold - vdcyam (expressed), 
pratiyamanam (implicitly known), and the third is ubhayatmakam (involving 
both). 

28. Three other typ es are also meant to be included in this anyonya- 
alankdra - anyonya-cudika, anyonya-bhranti and anyonyamekatd. 

Of them, the vdcyam anyonyam here is as follows: 

By h er neck gracefully rising from her bosom and the encircling pearl 
necklace, the condition of adorned and adomerwas mutually shared, each 
bringing beauty to the other. (73) 

Here, through the phrase,'‘creating beauty in each other’ etc. the simul¬ 
taneous helping and being helped has been stated in so many words. Hence 
this is anyonyam of the expressed variety. 

The pratiyamanam anyonyam is as follows: ( Prdkrta ) 

Raising his eyes, as the traveller spreads his fingers wider and wider 
and drinks the water for a long long time, the maiden too, of the water shed, 
makes the already thin flow of water even thinner. (74) 

Here, the love between the traveller and the maiden of the water shed, 
one drinking the water with fingers spread out, and the other further thin¬ 
ning down the water flow, mutually relates these (actions) as the helper and 
the helped. So this is pratiyamanam anyonyam. 
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That which is both implicitly known and directly expressed is as fol¬ 
lows: ( Prakrta ) 

She threw herself on his chest under the pretext of the Godavari bank 
being uneven. He too held her close, his compassion making his act blame¬ 
less. (75) 

Here, ‘under the pretext of the Godavari bank being uneven, she threw 
herself on his chest He too, compassion making his action blameless, em¬ 
braced her closely’ - directly expressed thus, the relation of the helped and 
the helper is implicitly known to rest on their mutual love. So this anyonyam 
involves both. 

Anyonya-cudika is as follows: 

Like the night by the moon, the moon by the night and by the moon 
and the night the slcy, (O King), this assembly by you, you by this assembly, 
and by you and this assembly, the world (is adorned). (76) 

Here, the two helper-helped relations - ‘between the night and the moon’ 
and ‘between the assembly and you’, at a higher level, bear the helper rela¬ 
tion to the sky and to the world, respectively, which rest on them like a crest. 
Hence this is the variety called anyonya-cudika 

Anyonya-bhranti is as follows: 

With the advent of spring, as honeybees have begun feasting on the 
nectar in the heaps of jambu blossoms, the parrots taking them to be ripe 
fruit, catch them only to set them free. The parrots sharing the glossy green 
of the kimsuka foliage, the bees too land on their beaks, taking them to be 
flowers. (77) 

Here the delusion on the part of the parrots that the bees sitting on the 
jambu blossoms are ripe jambu fruits and that on the part of the bees that the 
beaks of the parrots are kimsuka flowers, add up to mutual delusion. So this 
is not different from anyonyam, 

Anyonyamekata is as follows: 

Their mutually flashed auspicious glows, one (dark) like the blooming 
tamdla flowers, and the other, fair like the pollen of the saptacchada flowers, 
blending with one another in a pure radiance, the two ( Kr$na and Narada ) 
were as if of one form. (78) 
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Here, dark and fair, by mutual contrast, becoming one, this type of 
hhranti called anyonyamekata. is not different from anyonyam. 

10. Parivrtti 

29. Things being reversed, or being exchanged with one another, is 
called parivrtti here, in the description of alahkaras in poetry. 

30. It has been demonstrated to be of three types by experts on poetry: 
vyatyayavatl (involving reversal), vinimayatmika (involving exchange) and the 
third, ubhayavati (both). 

This threefold ( parivrtti ), again divided on the basis of mukhya (primary) 
and amukhya (secondary) [modes of signification), becomes sixfold. 

Of them vyatyayavati mukhya is as follows: 

The lily pond has lost lustre; the lotus bank has gained lustre; the owl 
has given up his joy; the cakravaka is full of joy; the sun (lit. one whose rays 
are not cold) is rising; the moon (lit. the cool-rayed) is setting. Strange are the 
transformations brought about by the evil operations of fate. (79) 

Here the dawn is presented as the primary import, in the losing of 
beauty etc. by the clump of lilies etc. and the gaining of beauty etc, by the 
lotus garden etc.. So this is the type of parivrtti which is called vyatyayavatl 
mukhya. 

Vyatyayavatl amukhya is as follows: ( Prakrta ) 

That redness which the lover had removed from her lips at night, the 
same is seen in the morning in the eyes of the co-wives. (80) 

Here, the redness of the lips that has been removed by the lover at 
night, appearing in the eyes of the co-wives in the morning is not primary (in 
import, but by transfer indicates the joy of one wife and the pain of the 
others). Hence this is the type of parivrtti which is vyatyayavatl amukhya. 

Vinimayavati mukhya is as follows: 

As the sporting elephants made the waters of the river fragrant with 
their dripping ichor and climbed out, the red streaks of ichor on their temples, 
covered with the filaments, became laden with the perfume of the lotuses. 

(81) 
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Here, with the scent of the ichor and the fragrance of the lotus pollen, 
as the planes of the elephant temples and the river water mutually affect 
each other, in the primaiy sense, this is the type of parivrtti called vinimayavati 
mukhya. 

Vinimayavati amukhya is as follows: 

Why now grieve that Jatayu of advanced age has died? For, by expend¬ 
ing his decaying body, he has purchased a fame, bright as moonbeams. (82) 

Here, as the exchange is expressed by the secondary function of words 
in, ‘by offering his wasting body, fame, bright as moonbeams, has been bought’, 
this parivrtti is vinimayavati amukhya. y 

Ubhayavati mukhya is as follows: 

The wine has given redness to their eyes and taken it away from their 
lips, has breathed its scent into the mouths which have perfumed it, thus 
reversing and exchanging the qualities of other things with its own. (83) 

Here the wine has taken away the redness from the lips and placed it in 
the eyes - this is vyatyayavatv, again, it is pervaded by the sweet smell of the 
mouth while adding its own scent to it - this is vinimayavati And both have 
been expressed by the primaiy mode of signification. Hence this is ubhayavati 
mukhya parivrtti 

Ubhayavati amukhya is as follows: 

What is strange if His Highness has made rulers of the land offer their 
kara (tribute)? Have they not made His Highness offer his kara (hand) for 
supporting them? (84J 

Here, in the offering of kara by kings who normally do not offer tribute, 
(being unconquerable,) and in the (protective) placing of his hand on their 
back by the one out to conquer, (who should slay them,) there is vyatyaya 
because of the transposition of substance, quality etc.. In ‘by my Lord rulers 
of the land have been made kara offerers, and my Lord too has been made 
to offer his kara for their back’, vinimaya (exchange) in giving is revealed. As 
both these ideas are expressed here by slesa, they are both accomplished by 
a secondary means (through another alahkara ). Hence this is ubhayavati 
amukhya parivrtti 
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3 1. Holding up an example which is well known (and therefore, effec¬ 
tive) <siddhe arthe> in order to establish an idea, is nidarsanam. It can precede 
<j burvam>, follow <uttaram> or accompany <samam> (the idea), and may be ex¬ 
pressed in straightforward <rju> or devious <vakram-> manner. 

Of them purvam rju is as follows: 

Even as it rises, the sun bestows fortune on the lotuses (and) shows that 
conferring benefit on friends is the fruit of one’s riches. (85) 

Here, first the drstanta (illustrative example) and then the darstantikam 
(idea illustrated), are presented by straightforward expression. With the ex¬ 
ample of the sun, by direct statement, this nidarsanam puts forward the thought 
that the fruit of wealth lies in assisting friends. 

The same {purva-nidarsanam), when vakram, is as follows: ( Prakrta ) 

The fire lights the wine-house too and burns in the sacrificial pavilion 
too. You must not forsake men who have fallen into bad times. (8(>) 

Here too, the illustration comes first and then the idea illustrated. In 
the previous verse, however, in ‘the rising sun bestows fortune on his lotus- 
friends’, the similarity in conduct is expressed directly by the words them¬ 
selves. Here it is not so, but the conduct of good men, similar to the behaviour 
of fire, not put in so many words, is gathered from the deft expression. [Good 
men must stand by those placed in fortunate circumstance as well as those 
in trouble.] So this nidarsanam is purvam and vakram. 

Uttaram rju is as follows: {Prakrta) 

Creeping into his heart from the side, looming up in front and drawing 
him behind her with sidelong glances, there is only one fair one, for this 
traveller at the cross-roads. (87) 

Here, having stated the idea to be illustrated, (marital fidelity?), along 
with the correspondence, directly in words, the corresponding example fol¬ 
lows. So this nidarsanam is uttaram and rju. 

The same {uttaram), when vakram, is as follows: 

Above is the dense sheet of cloud, and far away is the beloved. What is 
this that has befallen me? All the heavenly herbs are on Himalaya, and the 
angry serpent lies on one’s head. (88) 
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Here too, having first described the dartfantikam, the dr?tdnta has been 
given in the latter half. So this could be uttaram rju nidarsanam. But, whereas 
in the previous verse, in ‘creeping into the heart’ etc., the correspondence is 
conveyed directly by words, here it is not. Instead, it is done through clever 
allusion in What is this befalling me?’, and enumerating (the corresponding 
phenomena) without regard to the order, gender and number. So this 
nidarsanam is uttaram and vakram. 

Samam rju is as follows: 

Touched by the moon’s rays, the mass of darkness meets defeat, show¬ 
ing the instant unfortunate end of men who oppose the king. (89) 

Here, by the double entendre in rajaviruddhanam, the present tense 
indicated by the word darsayanti and the nominal derivative sadyah (appli¬ 
cable to both), both illustration and the idea illustrated are presented simul¬ 
taneously by straightforward expression. Hence this is samam and rju 
nidarsanam. 

The same (samam) as vakram is as follows: ( Prakrta ) 

O daughter! Not only in a choice bow, but in a man too, born of good 
bamboo/family, in the absence of a string/virtue, no twang/acclaim arises. 

(90) 

Here, by asserting, ‘not only in the bow stick, but in man too, this is 
how.’, as if they are mutually connected, both (the idea and illustration) are 
presented together in a devious manner. In the expression, ‘even if born in a 
great bamboo/family, bereft of string/virtue, there will not be any twang/ 
acclaim’, the words are no doubt paronomastic. Yet, only by the contrary 
supposition [i.e., in the absence of gunaj, and through the secondary mode 
of signification [i.e., tankara has to be figuratively interpreted as acclaim], is 
the idea, ‘as in a bow, so in a man, only when there is virtue, does great 
acclaim result’, expressed; and so the similarity is arrived at only through 
vakrokti Since it is not conveyed directly by words, this nidarsanam is samam 
and vakram, and differs from the previous example. 


12. Bheda/ Vyatireka 

32. When the similarity between two things is given in words or is tacit, 
the stating of their difference is called bheda and also vyatireka. 



524 


^ T\: I 

TTI^nl^T^TT^ fm: II 33 H 





*cHlPdcdPd>*| Tfgfr - 


SHHId) <*>^14^14 

^ri 4 Nr3*[4?W: 


(^) 


dHdW4Vd Icdl W*{fdfd 
^faf^Tf^ftfcT od1d4=hl fsrf%cT: I 4^54 l^Rlf?Icqf4^: II 


Frfdd^PdUl W - 

3T0]^ u I cff|3T *P] I 

svmfo ^ 3^ SFTFlR ’?F7F]ll( < ^) 

[3pM: ^rftd^g^T c^TTR:! 
str#t r ng ^hPm ststrht ^toh: ii] 

3T^ RrTl^Hl^MHH^I^^M^Rd^ldKIcMo^d^i^^^ ^lRd¥ld: W^Pddd -Qcf 
^5RTfFT: I #54 'W^pcW^PriH: II 


i#Fta ^fWdlP^ W ^PdWcHpq fM 

^rfaT ^T^rnfq 4R: I 

fdo^M TnA^^Pdddi # ^#4 cRtj r^- 
iRdl^lPUddlfeHlifH# ^ Riqiql *RI^II (<^) 





525 

33. On the basis of difference from its class or from itself considered 
as individual (as opposed to class), on the basis of one (of the two things) 
differing or both differing in some mariner, and on the basis of similar fea¬ 
tures or dissimilar features making up the difference, it becomes sixfold. 

There, the svajati-vyatireka (difference from its class), in similarity ex¬ 
plicitly given in words, is as follows: 

Springing from their youth, the darkness which blinds young men, can 
neither be dispelled by gem lamps nor be removed by the sun’s rays. (91) 

Here, after stating the similarity of the darkness born of youth to its 
class, darkness (in general), namely, the role of obstructing vision, its differ¬ 
ence is pointed out in ‘not destroyed by gem lamps’ and ‘not removed by the 
sun’s rays’. Hence this is svajati-vyatireka. 

Svavyakti-vyatireka (difference from oneself, the individual) in similarity 
which is tacit is as follows: ( Prakrta ) 

By hundreds of good actions working upon each other, one’s honour 
grows day by day. His honour too, grown great, is yet not equal to himself. 

(92) 

Here, through the attribution of difference in the similarity implied in 
comparison, by means of the hundreds of good things done by the indi¬ 
vidual, this difference <bheda> from the same individual has been made. Hence 
this is svavyakti-vyatireka. 

Ekavyatireka (difference in one member of the comparison) in similar¬ 
ity which has been presented in words, is as follows: 

(O King!) To you too, vrsa (justice/the bull) is dear; your bhuti (fortune/ 
ash mark) too is eternal; you too have claimed the kara (tribute/hand) of 
durga (unconquerable/Part;##), bhudharabhu (kingdoms/the daughter of the 
mountain). You have not won the unqualified appellation of paramesvara[i.e., 
Siva) from men only for this reason - you were not visadi (dispirited) while 
destroying the commanders of tempestuous armies (whereas, Siva became 
visadi, i.e., swallower of poison, at the churning of the billowing milk-ocean). 

(93) 
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Here, ‘to whom vrsa is dear’ etc. state the similarity between upamana 
(the king) and upameya {Siva). In the background of the similarity thus ex¬ 
pressed, the visaditva (meaning poison swallowing) is applicable to the upameya 
alone. So this is ekavyatireka. 

The same ( ekavyatireka ) in tacit similarity is as follows: 

How can there be comparison between you and dosakara (the moon/ 
the mine of faults) who is tainted and lifeless? How can you, without ser¬ 
pents and possessing a pair of eyes, be compared to Siva <Hara> ? (94) 

Here, in the background of the tacit similarity (between upameya and 
upamana), the differentiating quality of one alone is stated - in the first half, 
the taint etc. of the upamana, the moon; in the second half, the absence of 
serpents etc. of the upameya the man being described. So this too is ekavyatireka. 

Ubhayavyatireka (difference of both), in a similarity presented bywords, 
is as follows: 

Both the ocean and Your Highness do not transgress your bounds and 
are both unfathomable. (But) that (ocean) is like black soot while you have 
the brilliance of gold. (95) 

Here, after setting down the similarity explicitly in words, the differen¬ 
tiating quality of each is separately stated. So it is uhhaya-vyatireka between 
the two whose similarity has been expressed. 

The same ( ubhaya-vyatireka) between two things whose similarity is tacit, 
is as follows: 

Your face and the lotus - this is the difference between them. The lotus 
grows in the water while your face stays with you. (96) 

This is explained by the expression itself. So this is ubhaya-vyatireka 
between two things whose similarity is tacit. 

Sadrsa-vyatireka (similar feature presented as difference) between two 
things whose similarity has been stated, is as follows: 

Your face and the lotus - both are blooming and scented with fra¬ 
grance. The lotus has hovering bees while your face has dancing eyes. (97) 
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Here, between the face and the lotus whose similarity has been ex¬ 
pressed in the words ‘blooming’ and ‘scented with fragrance’, the difference 
is set out in their similar features themselves, i.e., ‘with bees hovering’ and 
‘having mobile eyes’- Hence this is sadrsa-vyatireka between things whose simi¬ 
larity has been given in words. 

The same ( sadrsa-vyatireka ), between things whose similarity is tacit, is 
as follows: 

This moon is the crest of the sky, this swan is the ornament of the 
water. This sky is strung with stars and this water is blossoming with lilies. 

(98) 

Here, in the first half, between the moon and the swan, whose similarity 
is tacit, the difference is in ‘adorning the sky’ as against ‘adorning the water’. 
In the second half, between the sky and the water, [whose similarity is also 
tacit], the difference is ‘strung with stars’ as against ‘blooming with lilies’. 
Both the differences are [expressed in terms of] similar features. So this is 
sadrsavyatireka between two things whose similarity is tacit 

Asadrsa-vyalireka (difference lying in dissimilar features) between two 
things whose similarity has been stated, is as follows: 

In the lap of that mountain, the raining of the clouds had stopped, but 
the flowing stream of Rama's tears would not stop. (99) 

Here, between Rama and Malyavan whose similarity has been patently 
given by the word bhubhrt (bearer of the earth = king, mountain), the pres¬ 
ence of falling tear streams and the absence of cloud rain in their laps, make 
for a difference which lies in dissimilarity. Hence this is asadrsa-vyatireka be¬ 
tween two things whose similarity has been stated. 

The same ( asadrsa-vyatireka ) between two things whose similarity is tacit, 
is as follows: 

The eyes of the deer have no dancing eyebrows and are not through 
liquor tinged red. Both your eyes are however adorned with those qualities. 

( 100 ) 

Here, between the eyes of the beloved woman and those of the deer, in 
the tacit similarity, the differentiating features are ‘expressive arches of the 
eyebrows’ and ‘redness due to intoxication’ (in one) and the absence of these 
(in the other). Since these are dissimilar, this is asadrsa-vyatireka between 
things whose similarity is tacit 
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With the sadrsa and asadrsa vyatireka exemplified, the ubhaya vyatireka 
too becomes clear. For example: 

The sky was bright with the clear moon. The pond was blossoming with 
night lilies. But the two brothers with faces covered with tears, were wilting. 

( 101 ) 

Here the similarity between the sky and the pond is tacit. The 
differentiators are ‘lit by the clear moon’ and ‘blooming with lilies’, which 
are, as in earlier verses, similar to each other. And the similarity to them (the 
moon-lit sky and blooming lily pond), due to the beauty and delightfulness 
of the face-moon and face-lotus, of Rama and Lakjmana, is tacit. But the faces 
being tear-stained and the bodies drooping - these two differentiating fea¬ 
tures are dissimilar to the features of being bright with a clear moon, and 
possessing the beauty of blossoming lilies. Hence this is ubhaya-vyatireka which 
makes use of both similar and dissimilar differentiators. 

By this, ekavyatireka and other sub-varieties are also explained. For ex¬ 
ample: 

My Lord! This kalpa (wish-granting) tree with little power is, in vain, 
vying with your arm. (The) sword which performs the great sacrifice of grant¬ 
ing protection to the three worlds does not honour it. (Only) that venerable 
tree in Prayaga can be compared to your arm, on whose branches, gathering 
the entire universe into his body, sleeps Hari (Vi?nu), during the great deluge. 

( 102 ) 

Here, in the tacit similarity between the arm and the kalpa tree, because 
of their ability to grant the desired fruit etc., the difference lies in the sword 
in the arm described, the sword which gives protection to the three worlds. 
Thus we have eka-vyatireka here. Likewise, with regard to the arm described 
and the Prayaga banyan, which share tacit similarity, in the arm, the sword 
which is the great protector of the three worlds rests on the branches (i.e. 
fingers); and in the banyan, during the deluge, collecting the entire universe 
within Him, Vi^nu <Vaikuntha> sleeps on the branches. These two are similar 
differentiators of the arm and the banyan from each other. 

Or else, between the two, viz. Hari and the sword, whose similarity is 
implicit in their darkness etc., these [being in the king’s hand and sleeping 
on the branches of the tree] are the differentiators. 

We can draw out this type of vyatireka-sankara (mixture). 
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If examples of implicit similarity in svajati-vyatireka and expressed 
similarity in sva-vyakti vyatireka are found or can be created, they can also be 
exhibited. 


13. Samahitam 

34. In poetry, in commencing an action, the help found, whether 
daivakrta (at the hands of fate) or adaivakrta, of akasmiki (unforeseen), 
buddhipurva (by thought) or ubhayi (both) variety, is samahitam 

There unforeseen (help found) at the hands of fate is as follows: 

As I was about to fall at her feet to drive away her anger, fortunately, to 
help me, the thundering of clouds began. (103) 

Here, as the effort to pacify anger is begun, the sudden thundering of 
clouds caused by the season, helps in destroying the anger. Hence this help 
received is daivakrta and akasmiki 

Unforeseen (help) not from fate is as follows: 

In this manner, as Yudhi$thira was serenely teaching the path of good 
policy to Bhima who was agitated (by the misdeeds of the Kauravas ), like a 
desired object appearing of its own accord, Vydsa arrived, (lit. came towards 
him). (104) 

Here, on commencing the advice to Bhima, as Vyasa’s arrival is of assis¬ 
tance, this is adaivakrta and akasmiki finding of help. 

(Help found) from thought and fate is as follows: 

At the end of the aeon, with [the fishing rod in the form ofi the enor¬ 
mous skeleton of Mahdvikrama (form of Visnu), from which dangles the Se$a 
serpent [as the line] to which the claws of the Man-lion (form of Vifnu) are 
tied [as the hookj, holding the flesh of the Boar (form of Vi$nu) [as the bait], 
the Mahdbhairava (Siva) turned fisherman, who draws out the Tortoise and 
Fish (forms of Visnu ) delighting in the total inundation, may He drive away 
the delusion of the world. (105) 
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Here, at the time of the deluge, the participation of Trivikrama and 
other forms of Visnu in the end of creation, which has commenced, is accom¬ 
plished, by Siva <Mahesvara>. The fashioning of a fishing hook with these 
forms and drawing out the Fish, and Tortoise with it, involves thought on the 
part of Siva <Bhairava\ but is helped by fate which affords these veiy forms 
(of Vi$nu). So this is buddhipurva daivakrta help-found, 

(Help found) from thought and not from fate is as follows: 

Five at the base, and upon that four and so on, offering his head blos¬ 
soms, plucked from their string, dripping blood, each bent to direct (the 
placing of) another, and at last, guided by touch, keeping the tenth at the top 
of the heap - who has not heard of that extraordinarily plucky Rdvana, the 
one devotee of Siva <Sambhu >? (106) 

Here, the task of severing his heads himself and offering them to the 
lord Siva has been begun by the ten-headed (Rdvana). In this the arrange¬ 
ment of five at the base, four above them and so on is a mental exercise, not 
helped by fate. As this assists the completion of the task, this is the adaivakrta, 
buddhipurvaka variety of samahitam. 

Akasmiki, buddhipurva, daivakrta is as follows: 

She is the moonlight to your eyes; and you, noble born, are the con¬ 
stant companion of her dreams. So friend, there is no doubt about this 
union (you are craving), for which both fate and Madana are toiling. (107) 

Here, in the desire nursed by Madhava for being united with Malali, 
Mdlatl Shaving the same thought provides akasmiki (unexpected for Madhava) 
and buddhipurva (nurtured by Malati'm imagination for long) assistance, which 
is also fate-ordained. So this is the variety of samahitam with ubhayi, daivakrta 
help-found. 

Akasmiki, buddhipurva, adaivakrta is as follows: 

Her fluttering eyes became the festoons and her two breasts the auspi¬ 
cious pots brimming with beauty. Her smile strewing the bright flowers, the 
glow on her face showed him the mirror. Her skin beginning to thrill was the 
sesamum seeds and her arms became the green leaves. As her husband 
arrived home, the slender one offered this auspicious welcome with her own 
body. (108) 









537 


Here, causing pleasure in the dear one who has returned, the auspi¬ 
cious welcome with festoons etc., is accomplished by her own reactions and 
gestures (taking the place of the welcome paraphernalia), by the slender one. 
This assistance in the task (of welcoming) being dkasmika (unforeseen, prob¬ 
ably because of the unexpected arrival of the husband), and svabuddhipurvaka 
(thought up by herself), this is the adaivakrta variety of samahitarru 

1 4. Bhranti 

35. Wrong perception is bhranti This too is expressed in two ways - 
tattva in atattva (perceiving presence in absence) and atattva in tattva, 

36. That which sees tattva in atattva is of three types, viz. abadhita (un¬ 
corrected), badhita (corrected) and karanabadhita (corrected due to some rea¬ 
son). 


(1) Bhranti of Tattva in Atattva 

There, ( bhranti taking) tattva in atattva, not set right, is as follows: ( Prdkrta ) 

...By whom, the delusion having passed, his angry gaze was bestowed 
on the great bosom of the gods’ women, imagining them as elephants’ 
temples... (109) 

Here, in taking the breasts of the divine women for elephants’ temples, 
the presence of something w r here it is absent is imagined falsely. And the 
correction is not later offered. Hence this is abadhita, atattve tattvarupa bhranti 

{Bhranti} taking tattva in atattva, set right, is as follows: ( Prdkrta) 

The travellers who approached the majestic banyan tree, clapped their 
hands and laughed, when the company of parrots which looked like i ts leaves 
and fruits flew away. (110) 

Here, in taking the banyan tree to be full of leaves and fruits, i.e., per¬ 
ceiving something where it is absent, and later realising that there are no 
leaves or fruits, there is atattve tattvarupa bhranti of the badhita type. 

[Bhranti] taking tattva in atattva, set right on some reason, is as follows: 

Victorious is Han who smiles in shame, as his beloved ( Radha ) laughs at 
him for tiying to push away his own cloud-dark reflection, taking it to be the 
edge of her dark garment, from her bosom which is bright as a gold pot. 

(Ill) 
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Here, in [Haris) taking his own dark glow for a dark garment, there is 
the perception of something where it is absent And in the laughter of his 
beloved lies the reason for giving up (this wrong notion). So this is atattve 
tattvarupa karanabadhita bhranti 

(2) Bhranti of Atattva in Tattva 

37. The bhranti where the non-existent is perceived in what exists, that 
too is effective in three ways, causing hana (rejection), upadana (acceptance) or 
upeksa (ignoring). 

There ( bhranti ) of atattva in tattva causing rejection is as follows: ( Prakrta ) 

That innocent deer was so hurt by the disappointing mirages that he 
turns away even from rivers which are really flowing with water. (I 12) 

Here, deceived by mirages, the deer does not venture to drink water 
even from real rivers, but forsakes them. Hence this is tattve atattvarupa hanahetu- 
bhrdnti 

[Bhranti) of atattva in tattva causing acceptance is as follows: 

Whatever I first take to belong to my beloved, within a moment, turns 
into something else. So, enjoying as I am the touch of my dear one, I do not 
want to open my eyes at once. (113) 

Here the reluctance of Pururavas whose eyes are closed in ecstasy, em¬ 
bracing the creeper form assumed by UrvasX to open his eyes and discover 
the original form of UrvasX which has appeared as the curse is over now, as 
he thinks of the many instances of deception he has experienced in the past, 
makes this tattve atattvarupa upadanahetu-bhranti [He clings to the creeper even 
though he fears that UrvasX may not be present.] 

[Bhranti) of atattva in tattva causing ignoring is as follows: 

...Where (in Dvaraka), even a cat, momentarily still, preparing to pounce 
on the rows of artificial birds carved on the cornices, was taken to be a piece 
of art by the people... (114) 

Here, although the cat is real, judging it to be unreal, and not paying 
any practical attention to it, makes this tattve atattvarupa upeksahetu-bhrdnti 

38. It is my view that bhrdntimdn, bhrantimdld, bhranti-atisaya and bhranti- 
anadhyavasaya, are all nothing but bhranti 
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(3) Bhrantiman 

Of them, bhrantiman is as follows: 

The cat licks the moonbeams in the bowl, taking them to be milk; the 
elephant, taking the moonbeams filtering through the trees to be lotus-stalks, 
gathers them; and at the end of dalliance, the beloved too picks them up, 
thinking that they are her silks. Intoxicated with his own brilliance, O! the 
moon is deluding this world. (115) 

Here, as there are a number of delusions, such as, taking the moon¬ 
beams, to be milk, this is bhrantiman (full of delusion), which is but a variety 
of bhranti itself. 


(4) Bhrantimala 

Bhrantimala (a string of errors) is as follows: 

Around your eyes taking them to be blue lotuses, over your lips under 
the impression that they are bandhuka flowers, on your hands thinking that 
they are lotuses, at your cheeks under the illusion that they are madhuka 
flowers, vanishing into your tresses eagerly, identifying them as kinfolk, these 
bees are hard to ward off. Young maiden! How many spots (on your body) 
will you be able to guard (from them)? (116) 

Here, the bees’ taking the maiden’s limbs, such as eyes, for blue lotus 
etc., continues in a series, as in a garland. So this is bhrantimala (a string of 
errors), a variety of bhranti itself. 


(5) Bhranti-atisaya 

Bhranti-atisaya (extreme delusion) operates in two ways - leading to con¬ 
jecture <vitarkahetu> and leading to wrong conviction <viparyayahetuK Of the 
two, the first is called upamObhranti and the second, simply, bhranti-atisay a. 

Upama-bhranti is as follows: 

This parrot-breast green bodice of the slight waisted one, marked by 
her tears stealing the crimson from her lips as they fell, must undoubtedly 
have slipped and fallen here as she walked unsteadily, overcome by anger. 

(117) 
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Here, the clump of grass creating the illusion of the bodice in Pururavd’s 
mind, due to its great resemblance, leading to conjecture on his part [as to 
how Urvasi must have let it slip], makes this upamdbhranti 

Bhranti-atisay a is as follows: 

May that crescent moon glinting in specks of light in the river flowing 
on Siva's crest of matted locks, now seen and now lost in the swirling water, 
show us delight - which the serpent ( Vasuki), taking it to be darting fish, 
shrinks his hood to make his target, and errs, but strives to catch, by repeated 
contraction and expansion. (118) 

Here, seeing the crescent moon reflected in the Ganga water, taking it 
for a fish, Vasuki’s contracting his hood and being convinced that it is a fish, 
- this wrong conviction makes this the variety named bhranti-atisaya, of the 
same bhranti [The delusion becomes fixed, as the serpent again and again 
tries to catch it] 


(6) Bhranti-anadhyavasdya 

Bhranti-anadhyavasaya (error and indecision) too is twofold - salambana 
and nirdlambana. Of the two, salambana is as follows: 

By the bee-swarmed blossoms, death to the hearts of women languish¬ 
ing in separation, with which Caitra has covered it, the mango grove is iden¬ 
tified immediately. Then they too are so heavily laden with pollen that one 
cannot recognise the kadamba, mango or jambu tree. (119) 

In ‘not distinguished as kadamba, mango or jambu, since all three serve 
as the basis for it [i.e., the tree could be ascertained to be any one of themj, 
this is the bhranti-anadhyavasay a variety of bhranti, called salambana, 

Nirdlamba is as follows: 

Two plantain trunks inverted above two lotuses; above them, a region 
of gem-stones; beyond that somethiing difficult to identify; above that two 
pots; after that two lotus shoots with blossoms; then bees over blue lotuses 
in the moon. What indeed is this? (120) 
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Here, after taking the maiden’s limbs such as her thigh for plaintain 
trunk and so on, since the entire collection draws forth the anadhyavasaya 
(indecision) in ‘What is this?’ without offering a basis [i.e., does not mention 
the woman’s form explicitly], this bhranti-anadhyavasaya is called niralambana. 
This again is a variety of bhranti 


15. Vitarka 

39. The guess that comes between doubt and decision is called vitarka. 
That is said to be of two types; nirnaydnta (reaching a conclusion) and 
anirnaydnta (inconclusive). 

40. The nirnaydnta (vitarka ) is tattvanupati (arriving at fact), atattvdnupdti 
(not arriving at fact) and ubhayatmaka (both). The other (i.e., anirnaydnta vitarka ) 
is either mithya (false), amithyd (not false) or ubhayatmaka (both). 

(1) Vitarka reaching Conclusion 

Of them, ( vitarka ) reaching conclusion in fact is as follows: 

Is this the Maindka mountain who is stopping my free path in the sky? 
But where does he have power for that? He is afraid of even Indra, dreading 
the fall of his thunderbolt Then is he Tdrksya (Garuda )? But he too knows 
me, Ravana, equal to him in might Ah, I know. He is that Jatdyu who, being 
tired of old age, wants to be killed. (121) 

Here, after hazarding guesses, as (the fact) ‘This is Jatdyu' emerges, this 
is tattvanupati nirnaydnta vitarka. 

The same ( vitarka reaching conclusion), not arriving at fact, is as fol¬ 
lows: 

In fashioning her, the moon, that bestower of brightness, must have 
been the creator, or Madana himself who feels love and love alone, or the 
spring (lit the month amassing flowers). How indeed could the old sage 
(.Narayana ), dull with constant recitation of Veda, his interest withdrawn from 
the senses, be capable of creating this beautiful form? (122) 

Here, in ‘As reported [i.e., from his thigh], could the old sage have been 
capable of creating this form? From amongst the moon etc. (listed), one 
must be the creator.’, since an incorrect conclusion has been reached, this is 
atattvdnupdti nirnaydnta vitarka. 
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The same ( vitarka reaching conclusion), in both (fact and error), is as 
follows: 

Was she fashioned, gathering all the lovely features in mind, and breath¬ 
ing life into them after choosing the best, or was she conjured with mind 
alone? She appears to me to be the ultimate creation, the jewel of woman¬ 
kind, as I contemplate the Creator’s ability and her form. (123) 

As this includes both factual and fanciful conclusions, it is ubhaydtmaka 
nirnayanta vitarka. 


(2) Vitarka not reaching Conclusion 

[Vitarka) not reaching conclusion, false in nature, is as follows: 

‘Is the wind bearing away a mountain peak?’ As the simple wives of the 
siddhas lift their heads to gaze in great wonder at your height, soar into the 
sky from this land lush with bamboos, and head for the north, avoiding on 
the way, the tosses of the quarter elephants’ massive trunks. (124) 

Here, as ‘Is this wind blowing away the mountain peak?’ contains a 
false guess about the cloud, and as the (flying) object is not identified (by the 
siddha women), this is anirnaydnta mithyarupa vitarka. 

The same ( vitarka not reaching conclusion), not false in nature, is as 
follows: 

Is this God (Siva) or the Pandava (Arjuna )? Is it the silent ascetic [Arjuna) 
or the Moon-crowned (Siva) who is standing here? Is the birthless one (Siva) 
or the victorious [Arjuna) winning ? Thus were the attendants of Siva per¬ 
plexed by the speed (of the combat). (125) 

Here the presence of Siva and Arjuna <Partha> is not false, but due to 
the speed (of their battle) it is not possible to identify either. So this is 
anirnaydnta a mithyarupa vitarka, 

[Vitarka) not reaching conclusion, both (false and not false), is as fol¬ 
lows: 


(Arjuna wonders -) Is this illusion, or error of my mind, is my strength 
sapped or have I become someone else? These arrows are released from my 
Gandlva as before, but have no effect on this forester. (126) 
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Here ‘illusion’ and other ‘or else’s are false; and ‘my arrows are not 
overpowering the forester’ is true. And no decision is reached (regarding the 
identity of the forester). So this is anirnayanta ubhayarupa vitarka, 

16. Militant 

4 1. The veiling/covering by one thing of another is called militam. Pihitam 
(hiding) and apihitam (betraying by hiding?), as well as tadguna (one in qual¬ 
ity) and atadguna (with quality submerged) are the same. 

Here militam is accomplished by a thing through a quality which is 
explicitly mentioned or implicitly known. 

Of the two, the first (through explicitly mentioned quality) is as follows: 
(. Prakrta ) 

Bearing the colour of the young rising sun spreading its rays at dawn, 
even after appearing, the intoxication was not noted in the eyes reddened 
with bathing, and, likewise, the anger in them, reddened with intoxication. 

(127) 

Here the flushing with intoxication and the flush of anger being con¬ 
cealed in the redness with bathing and the redness of intoxication (respec¬ 
tively,) in the eyes, is presented by explicitly mentioning the quality (which 
effects the concealment). So this is militam by an object through an explicitly 
mentioned quality. 

Militam through the quality tacitly understood is as follows: ( Prakrta) 

If her eyes were not to close in rapture at the sight of her lover, who 
would notice the blue lotuses decking her ears? (128) 

Here, only when her eyes are closed in delight at the sight of her dear 
one, are the blue lotuses on her ears noticed, not when they are not closed. 
As the hiding of one thing by another is effected through the implicitly given 
quality (of dark lustre) here, this is militam by an object with a tacitly known 
quality. 


(1) Pihitam and Apihitam 
Pihitam is as follows: ( Prakrta ) 
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The look she bestows on you, gracefully revealing attachment and kind¬ 
ness, the same she turns on another too, taking pains to conceal (her prefer¬ 
ence). (129) 

Here, you are beheld with a look revealing her attachment, but another 
should not know, and so it is concealed <pihitam> too, by warm glances be¬ 
stowed on everyone. This is again a variety of militam. 


Apihitam is as follows: ( Prakrta ) 

She did not return his look, did not respond when spoken to, and did 
not offer any civilities. From this the shrewd ones learnt everything. (130) 


Here, she does not return his glance; does not respond when addressed; 
does not acknowledge his arrival with civility. But by this, her love is not fully 
concealed; on the contrary the effort to conceal reveals her feeling to the 
sharp ones. So this is the variety of militam called apihitam. 


(2) Tadguna and Atadguna 
Tadguna is as follows: [Prakrta) 

Dreaming of dalliance with her lover, the fair limbed young woman 
goes to meet him, her white attire hidden in the moonlight And walking in 
her shadow, the dark Madana, clad in deep blue, has became her mentor in 
that (131) 


Here, as the fair-limbed young woman in white walks in the moonlight 
and the dark one [Madana) in blue walks in her shadow, the concealment is 
in a base which has the same quality. So this is the militam called tadguna. 


Atadguna is as follows: 
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O King! with all the three worlds dazzled white with your fame, the 
s'abari is picking up berries expecting them to be pearls; before the flock of 
chagrined, disgruntled owls the crow too becomes a swan; and seeing (the 
dark) Krsna before her, Lakyrni mistakes him for (the fair) Balarama and, over¬ 
come by shyness, speaks haltingly. (13.2) 

Here, as the berries [etc.] have lost their own quality [and donned the 
whiteness of the king’s fame], there is atadgunatva. So this is militam called 
atadguna, 

1 7. Smaranam 

42. That is smaranam, where, from (the perception of) a similar thing, or 
due to the unknown (i.e. fate), or by giving thought to it, something which was 
experienced before, comes to the mind. Recognition <.pratyabhijnanam> and 
dream <.svapna> too are not outside its scope. 

There, ( smaranam ) from sadrsam (similarity) is as follows; 

Lines of sporting khanjanas came into his view, and with a sigh he re¬ 
membered the lovely flutters of his beloved’s eyes. (133) 

Here, on seeing the row of wagtails, as the pretty flutters of the beloved’s 
eyes which are like them are remembered, this is the smaranam arising from 
seeing a similar thing. 

{Smaranam) due to adrsta (fate/divine agency) is as follows: 

‘O friend, my mind has just been set free by the darkness blocking 
memory of my love for the sage’s daughter. And Madana, set to strike, has 
mounted the mango blossom arrow on his bow. (134) 

Here, ‘My mind is freed from the darkness obstructing the memory of 
my love for the sage’s daughter’ makes this fate-caused smaranam 

Smaranam from cinta (thought) is as follows: 

Where river streams flowed before, now there are only their sand beds. 
The dense and sparse growth of trees too has changed. Seen after a long 
time, this forest has as if become another place. Only the hills standing here 
assure me that this is indded that (place). (135) 

Here, even though the streams, trees, forest etc. are before the eyes, the 
memory (of the same) arises from (wistful) thinking. So here we have smaranam 
springing from thought. 
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Since the word adi has been employed (in the definition), ‘effort by 
another’ (causing smaranam), is as follows: 

With my mind wholly wrapped in her, she truly stood before my eyes, 
but by reminding me (of the truth), you have sent my beloved back into the 
painting. (136) 

Here, as a specific action of another (his friend) has set him thinking, 
(bringing the present back to D^anto ’ymind), this is also smaranam (brought 
about by the effort of another). 


(1) Svapna 

From dream {smaranam) is as follows: 

In my dream in the early hours of the morning, a light clear as moon¬ 
beams appeared before me, like a wreath which could he held in my palm. 
In that, unwrapped with nails, stood a damsel with limbs shining like the 
autumn moon. She swept me into a fierce whirl of love. (137) 

As dream is born of thought (or gives rise to thought), the dream recol¬ 
lection is again smaranam. 


(2) Pratyabhijmmm 

Recognition (qualifying smaranam ) is as follows: 

The hand bearing the auspicious bracelet which I held long ago at the 
wedding ritual, grown dear (to me,' held in nights) with the nectar-cool rays of 
the moon <sudhamurtih> - that same hand, charming in its likeness to this 
other hand of hers, is in my grasp now, tender like the lav all stalk. (138) 

Here, her hand which was once held - this is the same hand. This 
recognition too is smaranam. 


18. Bhdva 

43. Behaviour in tune with one’s wish/intent is called bhdva. It is re¬ 
vealing <sodbheda>, not revealing <nirudbheda>, and can reveal one person’s 
<ekatah> or mutual <abhitah> (intent). 

There ekatah sodbheda-{bhavd) is as follows: {Prakrta) 

‘Here, look at this!’ Her eyes widening, the housewife offers the beriy 
marked with their son’s new pair of teeth to her beloved. (139) 
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Here, ‘as the son has started teething, I am fit for enjoyment’- this 
thought of the housewife is revealed in the widened eyes, but the husband’s 
is not mentioned. Hence this is bhava which is ekatah and sodbheda. 

Abhitah sodbheda-{bhava) is as follows: ( Prakrta) 

With the sun still shedding light, holding the feet of her husband who 
is laughingly protesting, the wife washes them, with a smile. (140) 

Here, the master of the house coming home even before the sun has 
set and the housewife washing his feet, reveal this, Sve do not have to leave 
the house today.’ As this is revealed on both sides, by the laughter of both, 
this bhava is abhitah and sodbheda. 

Ekatah nirudbheda-{bhava) is as follows: 

The travellers are watching only the eyes of the corn field guard as she 
drives away flights of parrots, although each of her limbs is beautiful. (141) 

Here, the travellers who see the corn field keeper are struck by her 
extraordinary beauty, and suspect that she might be a goddess. Their inten¬ 
tion in watching her eyes is this. ‘Hidden as they are by the corn stalks, it 
cannot be ascertained whether her feet touch or do not touch the ground, 
which is the characteristic which distinguishes humans from divine beings. 
So we will watch only her eyes. If she blinks, then she is a human, if she does 
not, she is a goddess.’ In this, about the woman who is beautiful in all limbs, 
the thoughts arising only in the travellers, are not disclosed by any (other) 
action. So this bhava is ekatah as well as nirudbheda. 

Abhitah nirudbheda-{bhava) is as follows: 

Seeing the son of the head of her home (i.e., her husband] standing on 
the Godavari bank, the farmer’s daughter-in-law began to climb down the 
difficult path. (142) 

Here, seeing the farmer’s daughter-in-law coming, the son of the family 
waiting on the Godavari bank, and on seeing him, her beginning to climb 
down the difficult path - in this the intent is, ‘Let our limbs meet in the 
clinging to and offering of the supporting hand.’ And arising in both, it is not 
revealed by any (other) action. So this is abhitah, nirudbheda bhava. 
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44. Hrdyam and suksmam [as illustrated by others] do not differ in any 
way from bhdva Hrdyam is demonstrated by them (those who consider it as a 
distinct alankdra) with this illustration. 

In her anger, as she aimed a kick at his heart, and he asked for it on his 
head, it was not delivered and the angry woman’s loud weeping was heard. 

(143) 

. Here the angry kick aimed at the heart being offered to be borne on 
the head, and her not striking him eventually, reveal that the dear one dwells 
in his heart Being revealed by his pleading and her weeping, this sodbheda- 
bhdva is called hrdyam 

45. Bhdva (action arising from intent) which is nirudbheda is called 
suk$mam by them. [But] it is different in field of operation from suksmam which 
reveals (feeling) in sign or appearance. 

For example: 

When shall we meet?’ Realising that the dear one could not ask her 
this in the crowd, the woman closed her play lotus. (144) 

Here, it is not the ‘the impossibility of speaking’ that is discernible in 
a sign or (change in) appearance, (but the thought to be conveyed by speak¬ 
ing,) and so this belongs to another field, where bhdva (and not suksmam) is at 
work. 

[Quoting Dandin’sve rse explaining ex.l 44]: 

By closing the lotus, night is indicated for their meeting, by the woman 
wishing to soothe the dear one afflicted by Madana, (145) 

Here, thinking of something to mime (night) and miming it (closing the 
lotus) also belong to another area [than suksmam] and so this [ex. 144] is only 
a nirudbheda type of bhdva, [wronglyj called suksma [by Dandin], 

19. Pratyaksam 

46. The perception arising from the senses and from the mind is called 
pratyaksam The knowledge born of self-experience too is secondarily referred 
to thus [i.e., as pratyaksam]. 

There the one arising from the senses is twofold - yugapad (together) 
and ekasah (one at a time). Of these two, yugapad is as follows: 
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In the cool, delicious wine holding the image of the beloved face, fra¬ 
grant with the fresh mango sprouts tossed in, and ringing with the music of 
the bee, the whole class of senses was deeply gratified. (146) 

Here the immediate presence of the mirrored face, fragrance, taste, 
pleasant sound, and the coolness held by the wine, to the senses, namely, 
eyes, nose, tongue, ear and skin, is seen. 

Ekasah is as follows: 

With her shyness very slowly departing, bearing eyes with trembling 
lashes, the new bride at last looked at her beloved’s face, without lifting her 
face. (147) 

This illustrates vision. Similarly hearing etc. should be illustrated. 

Mdnasam (pratyaksam) is of two kinds - concerning happiness etc., (sta tes 
being experienced) and concerning things experienced. 

Concerning happiness etc. (being experienced) it is as follows: 

[. Makaranda. ] Not a little astonished, not forgetting all that happened 
\MdlatVs disappearance etc.], suddenly weak from the new attack of fear [at 
Madhava’s disappearance], the joy brought about [by Saudamim’s assurance 
that Mdlatl is alive] shattered in a moment, my mind is reaching a mixed 
state of joy and sorrow. (148) 

This is self-explanatory. 

Concerning a thing experienced, it is as follows: 

Even when the house is closed, and the darkness can be pierced with 
the tip of a needle, and my eyes are shut, the face of my beloved is clearly 
visible. (149) 

Not being incomprehensible, this too will not be explained. 

(The pratyaksam) arising from self-experience is of two types, illusory 
and true. 

Of them the illusory ( pratyaksam ) is as follows: 

[Struck by the arrows of Siva and Aijuna) his speed arrested all of a 
sudden, as he was entering the long darkness (of death), he (the boar) felt, in 
his confusion, the sun as if falling to the earth, and the ground with its trees 
spinning round and round. (150) 
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This (experience) is not located in the senses or in the mind and is 
therefore (deep down) in the self. 

True {pratyaksam ) is as in: 

Having turned the mind inward in disciplined introspection, that new 
life <dhladam> which the practiser of self-control discovers, holding his breath, 
thrilling with rapture, eyes brimming with the tears of bliss, as if he has plunged 
into a pool of nectar, that ineffable inner truth which he possesses, you are 
that (151) 

The self extolled by the yogis, being the subject of this, is clear enough. 

20. Anum&nam 

47. The knowledge of something from a sign/condition dihgam> which 
leads the mind to it is called anumanam (conclusion). It is purvavat (from 
cause to effect), sesavat (from effect to cause) or samanyato dr dam (arrived at 
through induction). 

48. By distinguishing between the phala (result) and samagri (condi¬ 
tion/given fact), again this is divided twofold. The illustrations that follow 
will make their form clear. 

Of them, where the effect is concluded by seeing the cause, that is 
purvavat, which is as follows: 

Laden with dense, moving clouds and the forest breeze fragrant with 
the kutaja, a rjuna and nipa flowers, this (rainy) season has arrived. Alas, the 
wives of travellers are doomed. (152) 

Here, from the rainy season which is the cause, the death of the wives 
in separation, which is the effect, is concluded. As the preceding cause is the 
given fact here, this is the purvavat variety of anumanam. 

Where the effect is seen and the cause inferred, it is sesavat For ex¬ 
ample : 

Scornfully turned away, you must have sought her and fallen at her 
feet How else this line of red lac on your brow? ( 1 53) 

Here, from the line of red lac which is the effect the cause, viz. falling at 
her feet is being inferred. As the resulting effect is the given fact here, this is 
called sesavat 
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Where not the effect or the cause, but the avindbhdva (invariably con¬ 
nected fact) is known, that is samanyato drstam (anumanam). For example: 
(. Prakrta ) 

The clouds are rumbling in the sky; the nipa trees have bloomed; the 
peacocks are dancing; the moon’s lustre is lost O my friend, the rainy season 
has come. (154) 

Here the rainy season is inferred by induction from the thundering 
clouds etc. which are invariably connected (with it). Hence this is samanyato 
drstam [anumanam). 

All these examples are presented from the phala (conclusion) angle, the 
term anumanam functioning in the sense of the action (of concluding/infer¬ 
ring). 

When the word anumanam functions in the sense of the instrument 
then it refers to the condition/feature <lihgam> which has been mentioned 
(in the definition of anumanam), since that serves as the basis for drawing the 
conclusion. 

As has been said: 

That lihgam which is connected with the fact/truth inferred\ which is university 
associated with it, which is not there in its absence, is what makes inference possible [i.e., 
is the ground on which the conclusion is based.] 

In purvavat (anumanam ) it (lihgam/ samagrt) is as follows: 

O Friend! By your arch speech, generous bestowal of glances accompa¬ 
nied by smiles, you will soon shroud the sacred ash on the forehead (reputa¬ 
tion?) of your family. (155) 

Here, in saying ‘you who are distinguished by this kind of arch speech 
and this manner of laughing, will first of all disgrace your family’, since the 
effect is concluded from the cause, this is purvavat (anumanam) from the sdmagri 
angle. [The instrumental case lays emphasis on the lihgam/ samagry a and shows 
the term anumanam functioning in the sense of instrument.] 

In sesavat (anumanam ) it is as follows: 

The mango buds are not yet seen. And the breeze bearing the fragrance 
from the Malaya mountain is not blowing. The spring is arriving, O Friend, 
for my mind is filled with longing. (1 56) 
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Here, from the effect in the form of longing, the spring which is the 
cause, is being inferred. So from the samagri angle, this is declared to be 
sesavat ( anumanam ). 

Samanyato drstam (anumanam from the samagri side) is as follows: 

Arriving first, even before my beloved can come, she breathes life back 
into my heart, like the lightning arriving before the rain (saving) the young 
peacock scorched by the summer heat (157) 

As lightning brings tidings of rain, the sighting of Kamandaki first, means 
that Malati will arrive without fail. So this is samanyato dr$tam [anumanam), 
considered from the angle of the samagri 

21. Afitavacanam 

49. The counsel given by a benevolent authority <apiavacanam> is what 
the term dgama means. It is threefold - uttamam (high), madhyamam (middling) 
and jaghanyam (low). 

There uttamam (dptavacanam ) is twofold - vidhirupam (in the nature of 
prescription) and nisedharupam (in the nature of prohibition). 

Of the two, vidhirupam is as follows: 

‘One must learn restraint, generosity and compassion.’ The thundering 
cloud utters this. (Its sound,) Dadadda, is the divine counsel, ‘Have mercy; 
give; control (the mind).’ (158) 

Here, as the divine voice corroborates the words of sruti [Veda), ‘One 
should learn three things - restraint, giving and pity’ in (the sound) Dadadda, 
i.e., ‘Have mercy, give, control (the mind) !’ of the thundering cloud, this is 
vidhirupam dptavacanam. 

Nisedharupam (dptavacanam ) is as follows: 

O friend! Check this lad, whose lips are quivering to speak, from utter¬ 
ing more nonsense. Not only the person who speaks ill of great souls, but 
also the person who listens to him, takes part in sinning. (159) 
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Here, the instruction to the friend to stop the brdhmana lad from the 
utterance of ill, is elaborated in the second half of the verse, by the wise 
prohibition cited, the purport of which is, ‘One should not speak ill of the 
great’ So this is agama in the form of prohibition. Since both [the prescrip¬ 
tion and prohibition illustrated in 158 & 159] ought to be followed, they 
rank as uttamam ( aptavacanam ). 

Madhyamam ( aptavacanam ) is twofold - nirdistavaktrkam (with authority 
specified) and anirdista-vaktrkam (not attributed to any source). 

Of the two the first (mentioning the source) is as follows: 

l Sita to Hanuman who has come to rescue her:j Now the common wise 
song is clear to me- ‘Happiness comes to the man who stays alive, even (if it 
is) at the end of a hundred years.’ (160) 

‘The man who survives sees happiness.’ The saying pointing out this 
good sense, has its authority {gdthd ) specified. Since common sayings con¬ 
clude in injunction or prohibition, this is vidhirupam aptavacanam which says, 
‘One must strive to hold on to the desire to live.’ 

The second (not mentioning the authority') is as follows: 

The ghoul resides in dice, the sun in the picumanda tree, and the yaksa 
in the banyan tree. Laksmi <sri> rests on the lotus and Gauri stays on the 
madhuka tree. (161) 

This is a tradition not attributed to one authority, but coming down 
from time immemorial in popular knowledge. Here again, as common say¬ 
ings conclude in injunction or prohibition, the inference, ‘Therefore one 
must not play dice; must not cut the picumanda; must not uproot the banyan; 
must not wear the lotus on the head; and must not touch the madhuka with 
one’s foot’ follows. So this is nisedharupa agama. Since both [the prescription 
and prohibition illustrated by 160 & I6l[ do not have to be necessarily 
followed (as the occasion to violate them may not arise), this is madhyamam 
{aptavacanam). 

Jaghanyam ( aptavacanam) is twofold - kamyam (optional/to be desired/ 
adopted) and nisiddham (to be warded ofT/rejected). 

Of them kamyam is as follows: ( Prdkrta ) 
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The oil made from brewing munditika powder, drunk and imbibed 
through the nose, makes even women with sagging bosom possess full, high 
breasts. (162) 

This, like (some) earlier examples, is vidhirupam dptavacanam, (but) of 
the kamyam (optional/recommended) variety. 

Nisiddham (dptavacanam) is as follows: 

We desire boys in childhood, young men in their youth, and old men 
even if they are in the bond of marriage. This is our condition in the custom 
of purveying love. You have begun to spend life in a totally new style. In our 
family the stigma of wifely fidelity was never there. (163) 

This counsel in the nature of forbiddance has obviously been rejected. 
Both [the prescription and prohibition illustrated by ex. 162 & 163] may 
have faults like the confused state of their authors, and so need not be fol¬ 
lowed. So this is jaghanyam (dptavacanam t). 


22. Upamanam 

50. The perception/identification of one like thing on the basis of 
another is called upamanam. It is twofold - involving prior experience, or with¬ 
out prior experience. 

Of the two, that involving prior experience is as follows: 

[Rdvana’s messenger witnessing Rama’s breaking of the bow:] In the same 
way (in which the bow broken by Rama is lighting the sky with its sparks), 
(once) the thunderbolt released by Indra with all his power, striking (his) 
chest and, in the impact, breaking into enormous pieces which flashed bril¬ 
liantly, filled the sky instandy with a thousand lightnings, along with my Lord’s 
loud, angry laughter, which was tawny like the burning thunderbolt. (164) 

Here, Ravana’s emissary, witnessing Rama arching Sivd s <Dhurjati-> bow 
and at once breaking it, filling the sky with the brilliance of a thousand sparks, 
notices the similarity of an event which he has witnessed, namely, the thun¬ 
derbolt breaking on his master’s chest into glinting pieces and along with his 
incensed laughter filling the sky, to this event This anubhutavisayam upamanam 
is what the mlmamsakas describe [in their interpretation of upamanam ]. 

That ( upamanam ) involving an object not hitherto experienced is as 
follows: 
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In the circle of luminaries, here, know that to be Rohinl - that group of 
stars which is aligned in a cart shape. (165) 

Here, ‘The kind of shape which a wheel has, the constellation Rohinl 
has the same shape’- a person who has learnt this from wise elders, on 
perceiving a group of stars having this shape, realises, This is that Rohinl 
wheel’, thus connecting the name (which he knows) with the thing (which he 
has not seen). The naiyayikas put forth this ananubhutavisayam upamanam (in 
their interpretation of upamanam ). 

51. As they give rise to the knowledge of‘being of this form’, abhinaya 
(gesticulation), dlekhyam (sketching), mudra (imprint), bimba (image) etc. do 
not differ from this {upamanam). 

Among them, abhinaya is as follows: 

With its leaves peeping through gaps in the fence, the eranda seems to 
be informing young men, ‘In this house lives the ploughman’s wife with a 
bosom this big. (166) 

Here, after noticing the presence of the emnda\e&f resembling a gesture 
by the hands, with palms up and fingers spread out, to indicate the excep¬ 
tionally large size of the bosom, even though the breast of the ploughman’s 
wife itself has not been seen, the connection is made with an earlier experi¬ 
ence of this size of the bosom. So this is only anubhutavi?ayam upamanam, 
fancied as abhinaya. 

Alekhyam is as follows: 

When your portrait is wrought by the slender one in a flutter of desire, 
another, adding the wheel (of Visnu), sketches (His bird,) Garuda <suparnasuta> 
beneath. Then, with perspiring hands, quickly rubbing that out, another writes 
the flower bow (of Madana ) in the hand and (his emblem,) the makara (fish), 
above. (167) 

When the damsel who has gone through the experience of gazing at 
him, displays his form by sketching it, the knowledge arises, ‘this is what he 
is like’. When concealing is intended, the perception of Visnu and Madana, 
who (i.e. whose forms) have been seen in the temples etc. occurs. Then this 
becomes anubhutarthavisayam upamanam 
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But, when the damsel who has not had the experience of beholding the 
hero, but has been instructed by elders thus Visnu is like this - with the well¬ 
winged ( Garuda ) as his ensign and the wheel in his hand; and Madana is like 
this - with the makara on his banner and the flower bow in his hand. And like 
them is your hero (lit. dream ground), except that he does not have Garuda 
etc..e, subsequently sees that form painted in the picture, she thinks, This 
indeed is my dear one; he must have been painted by someone like me; now 
I will hide him with the marks of Visnu. So she places the Garuda and the 
wheel belonging to the base and the hand (of Visnu), on the banner and 
hand respectively. 

Then another, who wishes to counter this (interpretation), and say (some¬ 
thing else), covering (the marks of Visnu), and revealing the form of Madana, 
who closely resembles (the picture), draws the flower bow in the hand and 
the fish at the top. 

When the idea (of the hero, Visnu, Madana) has been given form, the 
glimpses (at the picture) identifying, ‘this is him, this is Visnu, this is Madana 
<Kdma>\ spot the relation between the name and the thing. So this 
ananubhutartha-visayam upamanam is called dlekhyam, 

Mudra is as follows: 

Struck with wonder, those (heavenly maidens) gazed as if in a trance, 
at the divine footprints of Arjuna, which were leaving the signs of the banner 
and wheel (of Visnu), on the white sandy ground. (168) 

Here, on seeing the footprints of Arjuna, inscribing the wheel and em¬ 
blem (of Visnu on the sand), the judgement, ‘this footmark cannot belong to 
humans’, sees the relation between the name and the thing (i.e., the word 
‘immortal’ and the thing fulfilling this description). So this ananubhutartha- 
visayam upamanam is again called mudra. Again, the inference on the part of 
the deer-eyed ones who have not seen Arjunds foot, that the foot must be of 
this sort (possessing these marks), that is also bound by the same operation 
of comparison. 

As has been said: 

In inference too, the similarity between the premise and the fact inferred is there, 
if from a curved footprint a curved foot is inferred. 

Upamanam -involving reflected image is as follows: 
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Scrutinising ,the signs left by dalliance on herself in the mirror, when 
she saw the image of her seated lover behind her own, she did odd things, 
overcome by shyness. (l f59) 

Here, as soon as this relation is grasped, ‘what is one’s face like? Like 
the reflection in the mirror.’, even though one’s face has never been seen by 
one’s eyes, the realisation occurs (on seeing the mirror), ‘this is what my face 
is like’; this is not based on experienced fact When, from the guidance of 
elders, namely, ‘as the object, so the reflection in the mirror etc.’, on seeing 
the reflection of the beloved, the relation of name with thing dawns in the 
realisation, ‘this is the reflected image of my beloved’, this too is not based 
on experience (but on trusty counsel). When, however, a woman who has 
experienced seeing her face in a painting etc., knows from looking at her 
reflection, ‘my face is like this’, and the woman who has seen the form of her 
beloved, sees the reflected form and knows, ‘this form belongs to my be¬ 
loved’, then the realisation, ‘near this image I see that looming up, so he 
must be nearby’, giving rise to the reaction of shyness, is the anubhutavisayam 
upamanam, called pratibimbam 


23. Arthdpatti 

52. If the fact cognised from the sources of knowledge like direct 
perception, presents an inconsistency, and leads to (the assumption of) an¬ 
other fact, that is called arthdpatti 

53. Since all the pramanas (sources of knowledge) may precede (an 
appeal to) arthapatti, it can be ekas'ah (called in by one of them) or anekasah 
(called in by several of them). It is said to be of six types, according as it is 
preceded by direct perception <.pratyaksapurvikd'> or another (of the six 
pramanas ). 

Of them, pratyaksapurvika (arthapatti ) which is ekas'ah is as follows: 

O beautiful-hipped one! It can be concluded that you do have a waist, 
for, your heavy breasts staying up is not possible otherwise. (170) 

The waist is not to be seen between the heavy bosom and the hips, but 
the staying in position of the heavy breasts is seen. The staying up of the 
heavy breasts, not being possible otherwise, proves the existence of the waist 
supporting them, which is invisible. So this calling in of arthapatti (to explain 
the inconsistency presented) singly <.ekas'ah> by the earlier pratyaksa is what is 
intended in this verse. 
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The same can occur severally <bahusah> too. The woman’s waist, whose 
existence was arrived at by that arthapatti without possessing the strength to 
support, cannot be doing that work. So its strength is also to be presumed. 
So this is arthapatti preceded by another arthapatti 

And the absence of perception of the waist which is behind the various 
presumptions <arthapattivikalpa>, that too being impossible in any other way, 
asserts the extreme slimness and beauty of the waist. This is what is termed 
as abhavapurvika arthapatti (assumption called for by absence). And here it is 
not expressed in words but is gathered from the sense of the expression. 

That ( arthapatti ) preceded by pratyaksa etc., which is anekasah is as fol¬ 
lows: 


Seeing this your unmatched beauty, Damsel with moving eyes! We can 
imagine the loftiness of the first creator’s artistic conception. (171) 

Here, in ‘this your unequalled beauty’, the arthapatti being preceded by 
pratyaksa (beauty) and abhava (absence of equals) is clearly seen. So this 
(.arthapatti ) is called for severally <anekasah>. Here again the matchlessness of 
the beauty, being otherwise impossible, thus establishing its having been 
created by high artistic conception, presupposes the comparative knowledge 
<upamdnajhdnam> of the beauty of Urvasi, Ahalyd etc. And the loftiness of the 
artistic principle of its (the beauty’s) creator, arrived at by arthapatti that too 
presupposes the attribution of that kind of (artistic) ability (to the creator). 
So this arthapatti proceeds from upamanam and arthapatti The greatness of 
the creator’s artistic ability or the creator possessing this kind of ability, first 
of all, that too is attributed to him on the basis of inference <anumanam> or 
sacred tradition <agama>. So this is anumdnapurvika arthapatti Here again, these 
four ( arthdpattis ) are not expressed in words but are gathered from the capac¬ 
ity (to bring forth more conclusions) possessed by the purport of this expres¬ 
sion. 


The anumdnapurvika (arthapatti ) which is ekas'ah is as follows: 

The fever of love indicated by the thrilling of her cheeks, O friends, 
bespeaks her mind being always fixed on her lover. (172) 

Here, the fever of love which can be surmised from the thrilling of her 
cheeks, would remain unexplained without (presuming) her mind being al¬ 
ways engrossed in her lover. So this arthapatti is anumdnapurvika. 
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That ( arthdpatti ) based on upamanam etc., which is anekasah is as follows: 

Seeing your face and the moon alike, we think, ‘Beauty has been totally 
apportioned between these two.’ (173) 

Here, in ‘seeing your face and the moon alike’, the upamanam precedes 
(and requires) the arthdpatti This as well as the pratyaksam preceding the 
arthdpatti is obvious from the words themselves. And their mutual similarity 
presenting an inconsistency (as the two are altogether different kinds of things), 
leading to the presumption that beauty has been apportioned between them, 
that too is impossible without that kind of a (fair) granter. So here too, as 
before, all this has to be construed from the capacity of the purport of the 
verse (to put forth more ideas). 


Abhdvapurva (arthdpatti ) which is ekas'ah is as follows: 

This laughterless face of the fair-browed one presents a mind suffering 
punishment for the faults committed by her lover. (174) 

Here, ‘of the fair-browed’ indicates the possession of all the typical 
features of a woman in love. And the absence of gay laughter in the face of 
such a one being inconsistent, causes one to hazard a personal cause, other 
than sorrow. Hence this arthdpatti is abhdvapurvikd. 


That ( arthdpatti ) preceded by arthdpatti etc., which is anekasah, is as 
follows: 

Seeing this damsel in a flutter, we recognise Love <Smara> as her tutor 
in her gay gestures, Love who has made his home in the heart of this fawn¬ 
eyed one. (175) 

Here, in the word vibhraminim, the mat affix has been brought in for 
proclaiming with approval; through that the heightened charm of her dis¬ 
tracted gestures is revealed. Since they could not possibly have been taught 
by anyone else, they reveal Madana <Manmatha> to be the tutor. And as he is 
not to be seen before her or by her side, his abiding in her heart is revealed. 
The first of the arthapattis follows pratyaksam, and the second follows (that) 
arthdpatti The same is also dgamapurvika, from the teaching of elders that 
Madana <manobhuh> is born in the hearts of women. 
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24. Abhdva 
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54. The non-existence of things is called abhdveu Because it has variet¬ 
ies such as prdgabhdva, it is of six types. 

Of them prdgabhdva (prior non-existence) is as follows: 

I remember a heaven without the Pdrijdta tree; Visnrfs chest unadorned 
by the kaustubha gem and Laksmv, the mass of Sivds matted hair without the 
young moon; all before the churning of the ocean. (176) 

Pradhvamsdbhdva (non-existence after the end) is as follows: 

Sacrifice has been ended (/my firmness has been destroyed); my gait 
has slackened; my songs have ceased; the spring (lit. season) remains 
uncelebrated; ornaments have lost their use; my bed is a void now. (177) 

Itaretardbhava (mutual absence) is as follows: 

This is not the lotus on the ear but your eye; this is not the eye but the 
lotus on the ear. Being aware of this, one still views the length of your eyes. 

(178) 

Atyantabhdva (total absence) is as follows: 

What one possesses in abundance one gives away. What is surprising 
in this? But even without possessing it, she gave away misfortune to her co¬ 
wives. (179) 

Others define atyantabhdva in another way. As in: 

Be calm, maiden. Discard at once this anger which is filling your heart 
As soon as he is sighted your fury becomes the sky-flower. (18Q) 

Sdmarthydbhdva (lack of ability) is as follows: 

How could her birth have taken place among mortals? The light with 
quivering brilliance (i.e., the lightning) does not arise on the earth. (181) 

All these six ( abhdvas ) stand explained by the examples themselves. 

The absence of absence is again abhdva. 

Of these, pragabhavapradhvamsa (ending of prior absence) is as follows: 

No flower on the mango trees in the garden remains unopened. So the 
wives of travellers have to be offered farewell with sesamum-mixed water. 

(182) 
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The pradhvarrtsa-prdgabhdva (prior absence of the end) is as follows: 

If only one’s dear one were not to die before (one), the mortal world 
would not rank below the heavens, (183) 

The pradhvamsa-pradhvamsa (ending of end) is as follows: 

The heavens’ purpose would cease if the dead one, on revival, comes 
back to life, (184) 

The pradhvamsa-pragabhava-pradhvamsa (ending of prior absence of end) 
is as follows: 

Lord! Not a bitof the Zealand has not been won by you. Let this your 
hand (levy) extend to the middle region which is naturally weak. (185) 

The pradhvamsa of pradhvamsapradhvamsa (ending of end of end) is as 
follows: 

[Madhava, finding the rescued Mdlatl unconscious:] Somehow she has 
survived the abduction (lit separation) but has now fallen into another dan¬ 
ger. Who indeed is capable of closing the doors of a creature’s destiny which 
is nearing fruition? (186) 

Itaretarabhdvabhdva (absence of mutual absence) is as follows: 

I Krsna to Yudhisthira:] Among the tasks which have to be accomplished, 
appoint me, as you wish, to work in heavy assignments too. Do not regard 
me, whose only riches are service to you, as different from Arjuna (lit, the 
conqueror of riches), (187) 

Pradhvamsabhava of atyantabhdva and sdmarthydbhdva is as follows: 

Unattainable by those who have not amassed a heap of merit, the 
fortune of your appearance, giving rise to the desired fruit, blowing away all 
passion, is like a shower from a sky free of clouds. (188) 

These are not very difficult to comprehend and so have not been ex¬ 
plained. 

55. The embellishments involving sense, too, keeping their number at 
twenty-four, have been explained, to delight the minds of connoisseurs of 
poetry. 

Thus ends Chapter Three 
‘An Examination of the Embellishments of Sense’ 
in the Treatise on Poetics named 
Sarasvatikanthdbharanam 
by King Bhoja, 
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Chapter Four 


An Examination of Embellishments of Word-and-Sense 

1. As the import, consisting of comparison etc., becomes striking due 
to the expression as well as the content in these, the ubhayalankriyas are dear 
to the poets. 

2. Upama, rupakam, samyam, sams'ayokti, apahnuti, samadhyukti, samasokti, 
utpreksa, aprastutastuti 

3. les'a along with tulyayogita, samuccaya along with sahokti, arthantaranydsa 
along with aksepa, pariskrti along with visesa, 

4. dipakam, krama, parydya, atisaya, slesa, bhavikam, samstfti- these are the 
twenty-four ( ubhayalahkdras ) prescribed by the experts. 


1. Upamd 

5. Coupling two things on the basis of their popularly accepted similar¬ 
ity, (or) by taking up several features <avayava>, is considered as upama here 
(in Poetics). 

6-7. One [upama) occurs when the common quality of both the objects 
is directly conveyed bywords. When it is felt implicitly, that is another [upama). 
Being twofold basically, it is again divided threefold on the basis of pada 
(expressed by a word), vakya (expressed by a sentence) and prapanca (com¬ 
plex elaboration). Each of these being of eight kinds, there are twenty four 
[upama varieties) in all. 


(1) Pada-upami 

8ab. Padopama can be accomplished in two ways, through compound¬ 
ing <samdsat> and through using affixes <pratyayat>. 
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(a) Samasa-upamd 

8cd. And samasopama can be approached in four ways. 

9. One ( samasopama ) implicitly contains (within the compound) the 
meaning of iva (like/similar to). Another variety implicitly contains the samanya 
(common quality). Another contains both the senses {samanyaand iva ) within 
the compound. Yet another variety has all (the components) in the compound. 

Of them, antarbhuta-ivartha (samasopama ) is as follows: 

Beautiful one! Your face is moon-lovely, arm-creepers new-lotus-leaf- 
tender; and this your hip region is mountain-rock-wide. (1) 

Here, ‘beautiful like the moon’ becomes ‘moon-beautiful’ and the sense 
of iva (‘like’) is conveyed through the compound itself by the rule, ‘ Upamandni 
samanyavacanaiK [Words conveying the objects compared with, can be com¬ 
pounded with the words conveying the common quality]. Similarly ‘soft like 
lotus leaves’ and ‘broad like the mountain rock’. This is the padopamavariety 
designated as antargata-ivarthd, in the samasopama, class. 

Antarbhuta-samanya (samasopama ) is as follows: ( Prakrta ) 

Her face is moon-like; and the charm of her face is nectar-like. O what 
must kissing her in a flash, holding her by her tresses be like? (2) 

Here ‘ candrena sadrsarri (similar to the moon) has become ‘candra-sadrs'am' 
(moon-like) mukham (face), and ‘amrtena sadrksaK (similar to nectar) has be¬ 
come amrtasadrksah (nectar-like) mukharasah (face-charm). Thus, in the com¬ 
pound, the words conveying the common quality, viz. ‘beautiful’, ‘sweet’ etc.; 
are not heard but are only felt through expressions such as sadrkya (similar 
to). The common quality, i.e. beauty, sweetness etc. which the object com¬ 
pared to (moon, nectar) is famed for, is conveyed in the subject under com¬ 
parison (face, charm) by the compound itself. Hence this is the padopama 
variety named antarbhuta-sdmanya, in the samasopama class. 

Antarbhuta-ubhayartha (samasopama in which both common quality and 
comparing word are elided) is as follows: {Prakrta) 

Possessing lotus-hands, plaintain-trunk thighs, blue-lotus eyes, moon- 
visage - how does this beloved, of fresh- campaka frame and lotus-stalk arms, 
burn (us)? (3) 
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Here, she whose hands, thighs, eyes, face, frame and arms are red like 
the lotus, ample like the plantain trunk, dark like the blue lotus, charming 
like the moon, fair like the new campaka flowers, delicate like the lotus stalk 
(respectively), is described in this manner. As, by means of the ( bahuvrihi ) 
compound whose reference goes beyond its sense (to the beloved), the word 
indicating comparison and the common quality are expressed, this is the 
padopama variety called antarbhuta-iva-sdmdnya in the samasopamd class. 

Sarva-samdsa (samasopamd ) is as follows: 

How is it that the autumn-moon-beautiful-faced, blue-lotus-long-eyed, 
plantain-pith-lovely-thighed one is burning my heart day and night? (4) 

Here the upamana, upameya and dharma (common quality) are expressed 
by the words indu, sundara etc. in the compound, and the sense of iva is 
expressed by the same compound. Since all (the parts of the upamd) are in 
the compound, this is the padopama variety termed sarvasamdsopamd, in the 
samasopamd class. 


(b) Pratyaya-upama 

10. That padopama which is referred to as pratyayopamd by experts on 
Poetiy, is also of four types on the basis of the different purposes [parts of 
the upama\ which the pratyaya (affix) serves. 

1 1. For, the pratyaya may serve the upameya, or the upamana. One may 
be needed for their common quality, one for the comparison <ivarthe>. 

1 2. Depending on their service, each of these upamas takes the relevant 
name ( upameyarthapratyayd and so on). The examples themselves are pre¬ 
sented to clarify the form of this upamd 

There, with the pratyaya indicating the upameya, [pratyaya-upama) is as 
follows: 

You of melodious speech! When you speak, the swan becomes crow- 
shrieked, the cuckoo camel-cried, the peacock donkey-sounded. (5) 
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Here, the rule kartaryupamdne [the affix nini comes after a verb when it 
is compounded with an agent noun, to indicate ‘doing the action expressed 
by the verb like that agent’] is operating. In order to convey the sense ‘shrieks 
like a crow 5 , when the upamdna (crow) becomes an attendant word <upapada> 
(in the compound ‘crow-shriek‘ed’), the pratyaya ( nini = ‘ed’) taking the same 
case as the agent (crow), then the pratyaya serves (to qualify) the upameya 
(swan). The same is to be seen in the two words ‘camel-cri‘ed’ and ‘donkey- 
sounded’. So this is the padopama variety named upameyarthapratyaya in the 
pratyayopama group. 

(The pratyaya-upamd ) with the pratyaya indicating the upamdna is as fol¬ 
lows: 


She whose face is full-moon-nearly, whose arm-creepers are lotus-stem- 
almost and whose buttocks are wheel-nearly, she is not visible even in dreams. 

( 6 ) 

Here, ‘like the full moon’ is expressed by ‘the full moon’, in secondaiy 
usage; so the upamdna words such as ‘full moon’ are (combined) in the upameya 
such as ‘face’; and the affixes such as ‘almost’ <kalpap> attached to them, not 
having a different sense from the word-base <svarthikd>, only convey/extend 
the base-sense [and so should indicate the upameya to which their base is 
attached as the upamana, as they do not interrupt the compound]. But, due 
to the nature of the signifying power of words, they (the pratyayas ) indicate 
only the upamanas which are serving as the qualities (qualifying the upameya ), 
just like the affix tarap added to the words sukla etc.. By saying This is sukla 
(white) and this is sukla; of the two, this is s'uklatara (whiter)’, what is conveyed 
is the excellence/degree of the whiteness and not that of the entity having 
the quality of whiteness. Hence this is the padopama variety named 
upamanartha-pratyayd in the pratyayopama class. 

(The pratyayarupama) with the pratyaya serving the common quality, is as 
follows: 

For him, the moon sun-scorches; Madana acts the part of ruthless death; 
parted as he is from his beloved, even when dead, his heaven is hell. (7) 

Here, by the rules ‘ upamanadacard etc., affixes like kyac are added to 
surya etc., for making special verbs denoting (similar) behaviour. Since they 
serve only the common quality of the upamdna and the upameya, this is the 
padopama variety known as sdmdnyartha-pratyayd in the pratyayopama class. 
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(. Pratyaya-upama ) with pratyaya denoting iva (like, as etc.): 

One immortal soul resides in every creature. Being one it appears as 
many, moon-in-water-wise. (8) 

Here, by the rule ‘tena tulyam kriyd ced vatiH [the affix vati {vat) after a 
word, replacing the third case in construction, indicates ‘acting like’], in 
order to state ‘looks like the moon’, the pratyaya {vat) is added to the word 
candra. But the sense of this vati s restricted to ‘hke/as’, and does not include 
the similar action (‘looks’) also. Otherwise, along with the word for comparison 
<ivdrtha>, the word for the similar action, drsyate, would also have been elided. 
For, even without employing the verb drsyate , the affix vat is applied, for 
instance, in stating that the wild cow is like the cow. [The gavayah ‘is like’ = 
‘looks like’ the gauh ]. Thus this is the padopama variety named Hvdrthapratyayd 
in the pratyaya-upama class. 


(2) Vakya-upamd 

13. Vdkyopamd also becomes twofold. One type lies in the comparison 
between word-senses/features (of the upamdna and upameyd). And the other 
is in the comparison of the two senses {upamdna and upameyd) in the whole 
sentence. 


(a) Padartharupamd 

14. The first has been pronounced by great poets to be of four types, 
viz. purna, lupta, luptapurna and puriialuptd. 

15. That is purna, when all four, viz., samanya dharma (common quality), 
dyotaka (word expressing comparison), upamdna (object compared with) and 
upameya (subject of comparison) are presented/displayed <prayoge bhaveb. 

For example: 

O wine-eyed one! (Your) face is lovely like the lotus; (your) arms are 
tender like lotus-fibre; and likewise your tresses are beautifully dark like a 
string of bees. (9) 
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Here, since the words indicating all the four (components), i.e., (1) the 
upamdnas, consisting of the lotus, lotus-fibre, string of bees, (2) the dyotakas, 
(3) sadharana dharmas and (4) upameyas, have been separately presented for 
each comparison, the similarity has been expressed between pairs of word- 
senses/things <padarthayob. Hence this is the vakyopama variety named puma, 
in the padartha-upama class. 

16. Omitting (mention of) the samdnya dharma and the dyotaka, the 
Upamd which is accomplished in the implicitly perceived similarity between 
the two (objects), is known as lupta. 

For example: 

This is not a lotus, it is the face; these two are not bees, they are the two 
eyes; these are not lotus filaments, they are the teeth of the lovely damsel. 

( 10 ) 

Here, in the upameya consisting of the beloved’s face etc., by refuting 
the transposed cognition of lotus etc., even without the words iva etc., the 
qualities such as desirability which are not mentioned, are perceived. Hence 
this is the vakyopama variety called lupta in the padarthopama class. 

17ab. When the common quality is left out, it is called lupta-purna. 
(upamd). 

For example: 

Your face is like the lotus; eyes are like two blue lotuses; thighs are like 
plantain trunks; and breasts are like elephant temples. ( 11 ) 

Here, even though the common quality is not mentioned, through the 
implicitly known similarity in appearance, the upamdna-upameya relatiqn 
between pairs of word senses/features < padarthayob is completely accom¬ 
plished. Hence this is the vakyopama variety named lupta-purna in the padartha- 
upama class. 

1 7cd. When the indicator of comparison is missing, it is called purna- 
luptd (upamd)’ 

For example: 

O slim one! Your face and the lotus are open and fragrant with per¬ 
fume. Both the petal and your lip are soft and deep red. (! 2) 
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Here both the similar objects are not expressed in one effort (by the 
same word) and the similarity intended is that between upamana and upameya 
and not that of sharing the same expression <slesa> . By presenting the upamana 
and upameya as mutually related (by the ca), and employing their adjectives in 
ekasesa (retaining one word for both, phulle etc.), collectively, even without iva 
etc., all the four components, viz., upamana etc., are complete. As the sense is 
yielded thus, iva etc. is dispensed with. Hence this is the vakyopama variety 
named purna-luptd in the padartha-upama class. 

(b) VakyartharUpama 

18. The upama expressed between the two senses in the sentence (the 
upameya and the upamana, on the whole) is also fourfold, viz. ekevasabda (with 
iva used just once), anekevasabda (with more than one iva), anivadisabda (with 
no iva) and vaidharmyavati (comparison to show difference). [The terms given 
here follow the illustration.] 

Of those, ekevasabda (vakyarthopama) is as follows: 

This Pandya (prince) with the string of pearls hung on his shoulders and 
yellow sandal rubbed on his limbs, is resplendent like Himalaya (lit, king of 
mountains) streaming with waterfalls, his slopes reddened by the young sun. 

(13) 

Here, the upamana-upameya relation is intended between the waterfall 
and pearl string, the dawn light and yellow sandal, belonging to Himalaya and 
the Pandya, (respectively), and hence both the senses (the king and the 
mountain) in the sentence have been conceived of in the attribute-substance 
relation (the pearls and sandal on one, the waterfalls and dawn light on the 
other), so that the upamana-upameya relation could be expressed with the 
word iva occurring just once. Hence this is the vakyopama variety named 
ekevasabda, in the vakyarthopama class. (Each part of the upameya is not matched 
with a similar part of the upamana, one by one, but the upameya along with its 
attributes is matched with the upamana along with its attributes.] 

Anekevasabda ( vakyarthopama ) is as follows: 

Growing day by day, like the crescent of the moon in the waxing phase, 
she gained (lit developed) different beauties, like more (lit different) digits, 
of greater (lit. different) lustre. ( 14 ) 
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Here, since the verb ( puposa ), which links the two senses (upameya and 
upamana) in the sentence in one purport, is a transitive verb, and so the 
comparison involves agent and object (i.e., is between two agents and be¬ 
tween two objects - Uma and the moon, her new beauties and the new digits), 
the word iva has to be used separately (for the two agents and for the two 
objects). Hence this vakyopama in which the similarity has been expressed in 
words, is the type named anekevasabda, in the vakyarthopama class. 

Anivadisabda ( vakyarthopama) is as follows: 

For guarding the heavens Indra keeps awake and for (guarding) the 
earth you. The demons are killed by him, the vain kings by you. (15) 

Here a common verb/action links Indra with heaven and Tour High¬ 
ness’ with earth, and (another) serves the demons and the vain kings. So 
even in the absence of words such as iva , the upamana-upameya relation links 
the two senses/things in the sentence. Thus this is the vakyopama type called 
anivadisabda in the vakyarthopama class. 

Vaidharmyavati ( vakyarthopama ) is as follows: 

[Messenger tells Kr$na-\ I have been sent by (my) king {Sisupala) to invite 
the Madhavas (your kinsmen) for battle. Men of valour do not wrong their 
foes stealthily, like thieves. (16) 

Here, although the upamana is present, the upameya is present and the 
word iva too is present, for (connecting) warriors and thieves, the character¬ 
istic of ‘stealthy removal’ is restricted to the upamana (thieves) by the word 
( na'. Hence this is the vakyopama variety named vaidharmyavati in the 
vakyarthopama class. 


(3) Prapancopamd 

19. Where, through a shaping/patterning of the expression, through 
elaboration, the similarity is grasped between the two things dealt with in the 
sentence, in the purport of the sentence, that is called prapancopamd, 

20. It is prakrtarupa (natural) or vikrtarupa (modified). Of the two, 
prakrtarupa upamd is observed to be of four types. 

2 1. One is samastopama (entire), another ekadesopama (partial); .the third 
is malopama (garland-like) and the fourth rasanopama (rope/girdle-like). 
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HPbsk: 

(a) Prakrtarupopama 

Of these, samastopamd is as follows: 

With a string of bees as with curly locks, with bunches of flowers as 
with breasts, in spring, like women, the creepers are more beautiful, with 
young leaves as with hands. (17) 

In the intention to express the similarities perceived between creepers 
freshened by the lush arrival of spring and women, in the upamdnctupameya 
relation, the similarities felt of the curly hair etc. to the stream of bees etc. 
have been expressed with several ‘ivd s; thus the similarity between the wholes 
along with their parts has been presented in detail, so that the comparison 
of the two objects in the sentence has been arranged in a full-blown expression. 
Hence this is the prapancopamd type called samastopamd in the prakrtarupopama 
class. 


Ekadesopama is as follows: 

The lotus ponds are looking beautiful with lotus petals which are like 
lips; with filaments which are like teeth; with swarms of bees which are like 
tresses, with lotuses which are like faces. (18) 

Here, in the upamdna-upameya relation intended to be conveyed be¬ 
tween the lotus ponds and charming women, the (chief) upamdna, namely, 
the charming women, and the various parts like breasts etc. to which com¬ 
parison could be made (of other parts of the lotus pond), have been left out, 
and only the lotus blossom with its parts like petals etc., has been compared 
in detail to the upamdnas like lips, by using the word iva separately for each. 
Hence this is a prapancopamd type called ekades'opama in the prakrtarupopama 
class. 


Malopama is as follows: ( Prakrta) 

His (Ramds) glance rests on Lakymands face like lustre, on Sugrivds 
strong chest like a garland of wild flowers, on Hanuman like fame, and like a 
command on the (ape) troops. ( 19 ) 

Here, since Rdmas glance resting on (various things like) Laksmands 
face, is compared elaborately to a string of upamdnas whose similarity is felt, 
this is the prapancopamd type named malopama in the prakrtarupopama class. 

Rasanopamd is as follows: 
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The swan becomes the moon with his white sheen; the damsel turns 
swan with her graceful gait; the water becomes the damsel with its pleasant 
touch; and the sky is turned water with its limpid purity. (20) 

Here, with the expressed similarities such as whiteness, of swan etc., 
with the moon etc., following the rasana-nyaya (the pattern of a rope), entwin¬ 
ing each comparison with the previous one, the elaborate line of pratyayopamas 
describing the events <hetumatb assumes the form of a single sentence de¬ 
scribing the beauty of autumn. Hence this is the prapancopama type named 
rasanopama, in the prakrtarupopama class. 

(b) Vikrtarupopama 

22. These are the four types that are in the prakrta (natural) form. The 
four upamas in the vikrta (modified) form will be described now. 

23. Of those, the first is viparyasopama (reverse comparison); then 
ubhayopama (mutual comparison); then comes utpadyopama (with imagined 
upamdna) and the fourth one is ananvayopamd (lack of comparable object). 

Of those, viparyasopama is as follows: 

The blue lotuses possessing a brightness equal to your eyes have drooped 
into the water; the moon which imitates the lustre of your face is shrouded 
by clouds; and those royal swans whose gait follows your walk have also 
gone. Even my delight in your likenesses is unbearable to the Creator. (21) 

Here the eyes etc. are well-known upameyas and the blue lotus etc. are 
well known upamanas. But due to excessive love, superiority is imagined in 
the eyes etc. and in the absence of great love for the blue lotus etc., these are 
visualized as the imitations. This perception of Rama, in the agony of separa¬ 
tion from his beloved, has reversed the normal roles of upamdna and upameya 
of objects whose similarity has been expressed. So this is a prapancopama 
variety named viparyasopama among the vikrtarupd ones. 

Ubhayopama is as follows: 

The lotus is like your face, your face is like the lotus. Then how can we 
find you when you are hidden in the lotus bank? (22) 

Here too, due to extreme similarity, in one statement there is the rever¬ 
sal of the established (upamanar upameya relation). This is the prapancopama 
type with the common quality implied (not explicitly stated), called ubhayopama 
in the vikrtarupopama class. 
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Utpadyopama, is as follows: 

If the waters of the heavenly Ganga could flow in two separate streams 
through the sky, only then can his {Krsnd s) tamalar dark chest, down which 
sways a string of pearls, have comparison. (23) 

Here, having conjured up the upamana object, its implicit as well as 
explicit similarity with the upameya has been expressed. So this prapancopama 
variety gets the name utpadyopama in the vikrtarupopama class. 

Ananvayopama is as follows: 

Your face is like your face, your eyes are like your eyes; your form is like 
your form. O slender waisted one! You are like yourself. (24) 

Here, ‘you alone are like this; there is none like you’ - this ananvaya 
(lack of match) being the truth, with the intention of conveying this in the 
upamana-upameya relation, difference is imagined in this one object and then 
the felt similarity is expressed through comparison. So this is the prapancopama 
type given the name ananvayopama, in the vikrtarupopama class. 

2. Rupakam 

24. When, resorting to figurative usage, the words for the upamana are 
fused in/signify the upameya, that is known as rupakam 

25. That is said to be threefold according to the (manner in which the 
rupakam is analysed, with attention paid to the) expression, meaning or both. 
Of them, expression-wise <sabdabhuyistham>, rupakam is of two types - prakyta 
(simple) and vikrta (complex/arranged). 

26. Sense-wise <arthabhuyistham\ too, rupakam is said to be twofold ac¬ 
cording to the prominence of the whole <angin> or of the part <anga>. Distin¬ 
guished as suddha (unmixed) and sankirna (mixed), ubhayabhuyistham ( rupakam) 
is also twofold. 


(1) Sabdabhuyispha-rupakam 

27. Of them, the prakrta variety of sabdabhuyi$tha(-rupakam) is said to be 
of four types - samasta (compounded), vyasta (free), ubhaya (both) and savise$anam 
(specific). 
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(a) Prakrta Varieties of $abdabhuyi$tha-rupakam 

Of them the samasta (compounded) variety is as follows: 

The rays of your toe-nail-moons, kunda-white, are capable of closing 
up the hand-lotuses of the kings. (25) 

Here, by the rule ‘ upamitam vyaghradibhih samanyaprayoge' [the subject 
under comparison is compounded with ‘tiger’ etc., to which the comparison 
is made, provided, the common quality is not mentioned] the compound is 
accomplished (hand-lotuses, toe-nail-moons). Through upacdra, ‘like lotuses’ 
becoming ‘lotuses’, ‘like moons’ becoming ‘moons’, the similarity is estab¬ 
lished in the non-difference, since the hands and nails are signified by ‘lotus’ 
and ‘moon’ (respectivly). The common qualities and words such as iva hav¬ 
ing been dispensed with, the sense of comparision <upamdnartha> has disap¬ 
peared (giving place to identity). Hence this sabdabhuyistha-rupakam variety, 
relying on the secondary usage of words, operating through compounding, is 
called samastarupam, in the prakrtarupakam class. 

The vyasta (uncompounded) variety is as follows: 

Your fingers were young shoots; the gleams of your nails were flowers; 
your arms were creepers; you were vernal beauty walking before our eyes. 

(26) 


Here too, as before, relying on secondary usage, the words for shoots, 
flowers, creepers and spring’s beauty have been given the same case endings 
as those for the things, viz, fingers, nail-rays, arms and the heroine described; 
and the common qualities and words such as ‘ ivd, have been left out So the 
sense of comparison has disappeared (giving place to identity) even without 
compounding. Hence this is the sabdabhuyi$tharupakam variety called 
as a masta(vy asta)~rupam in the prakrtarupakam class. 

The samasta-vyasta variety is as follows: 

O friend! Your smile is the moonlight in your face-moon; in your breast- 
pitchers their glow is the water; your hands are the sprouts on your arm- 
creepers, and your nail-rays are the flowers. (27) 
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Here, the smile of the face-moon is itself the moonlight; the glow of 
the breast-pitchers is itself the water; in the hands which have become the 
sprouts on the arm-creepers, the nail-lustre is itself the flowers. Since these 
figurative expressions setting aside the upamd, are presented both in 
compounds and freely, this is the sabdabhuyistha-rupakam variety named 
samasta-vyastam in the prakrtarupakam class. 

The savisesanam (specific) variety is as follows: 

Victorious is the foot of Visnu holding the Ganga water silk - the banner 
celebrating the gods’ freedom from the demon threat (28) 

Here, the foot of Visnu distinguished by the given descriptive phrases 
and the festive banner of the gods freed from the fear of the demons killed 
by Visnu - their mutual similarity and therefore upamana-upameya relation is 
perceived only in relation to the specific context {Visnus destroying the de¬ 
mons, Ganga flowing over his foot). So this is the s'abdabhuyistharupakam vari¬ 
ety called savisesanam in the prakrtarupakam class. All these four types are 
composed in expressions such as simple compounds. So they are termed 
prakrtarupakam. 


(b) Vikrta Varieties of Sabdabhuyptharrupakam 

28. The vikrta type (of sabdabhuyistha-rupakam ) too is known to have 
four sub-classes, viz., parampara,-, rasana-, mala- and rupaka-rupakam. 

Of those, parampara (one giving rise to another) is as follows: ( Prdkrta ) 

The evening for the sun of his endeavour, the chains for the elephant 
of his anger, and the cage for the lion of his victory, the rainy season some¬ 
how passed, for DasarathL (29) 

Here, by conceiving of Rama's endeavour with the sun, his anger with 
the elephant, and his victory with the lion, in the upameya-upamdna form, the 
first image has been created. And on the basis of this relation, in the evening 
time, the binding chain and the cage, the second image has been made. And 
relating all these three with the rainy season (through the quality of imposed 
inactivity), the third image has been established. So this is the sabdabhuyistha- 
rupakam variety known as rupaka-parampard in the vikrta-rupakam class. 

Rasana (rope/girdle) is as follows: 
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With the leaf-hands of creepers and the hand-lotuses of the deer-eyed 
ones, with the lotus-faces of the lotus ponds and the face-moons of damsels 
Madana conquers the world. (30) 

Here the perceptible arrangement of the words in the rope pattern, viz. 
‘through the leaf-hands, through the hand-lotuses, through the lotus-faces, 
through the face-moons’, assists in presenting the objects denoted by them 
as instruments belonging to the creeper etc., which are accomplishing Madands 
conquest of the world. Thus this is the sabdabhuyisthct-rupakam variety named 
rasana-rupakam among the vikrta-rupakams. 

Mala (garland) is as follows: 

In shielding (me) from wrong policy, he is the master; in imparting 
valour he is the teacher; in trusted offices he is the heart; in service he is the 
slave; in fear he is the support; he is the giver of the earth marked out by the 
girdle cord of the seven-sea-ends. Taking all these forms, what, oh, is not this 
Kama, who has sought my friendship? (31) 

Here svami etc. are arranged in the pattern of mdlopamd etc.. So this is 
the sabdabhuyistha-rupakam variety named mdldrupakam among the 
vikrtarupakams. 

Rupaka-rupakam (metaphor for metaphor) is as follows; 

O friend! On the stage of this your face-lotus, the dancer in the form of 
your eyebrow-creeper is pouring the nectar of drama in the form of arch 
movements into the youths’ gaze. (32) 

Here the face is the lotus and that is the stage; the eyebrow is the 
creeper and that is the dancer; eyebrow movements constitute drama and 
that is the nectar. Since metaphors have been created for metaphors them¬ 
selves with the help of compounds, this is the sabdabhuyiythctrupakam variety 
named rupakarupakam among vikrtarupakams. All these four have been com¬ 
posed in expressions such as compounds, rendered complex by (being ar¬ 
ranged in) parampara etc., and so are described as vikrta (complex/arranged). 

(2) Arthabhuyiffharrupakam 
(a) Angi-pradhana ArthabhuyUfka-rupakam 

29. The arthabhuyistha- rupakam type in which the ahgi (whole) is promi¬ 
nent, is of four kinds, viz., samasta (entire), asamasta (partial), yukta (apdy con¬ 
nected) and ayukta (inappropriately connected). 
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Of those the samasta (entire) variety is as follows: 

With their rows of red toe-petals and the filaments of nail-glimmer, 
your feet-lotuses are borne on their heads by rulers. (33) 

Here, as in samastopama, the avayavis (organic wholes) named pada 
\caranam] and pankajam which are related as upameya and upamana, are fused 
in metaphor, along with the toe rows and nail gleams, and petal rows and 
filaments respectively, which share implied as well as stated similarity. Con¬ 
ceived in this manner, as they have been placed in the fit place, the impor¬ 
tance of the purport has been conveyed. Hence this is the arthabhuyUtha- 
rupakam variety named samastam in the angi-pradhana class. 

It should not be contended that this is no different from examples 
such as ‘panipadmani bhupanarri (sabdabhuyistha type, ex.25). There it is the 
‘nail-rays’, directly connected with the verb in the sentence, which have promi¬ 
nence, and not ‘nail-moons’, and so there is no (whole) rupakam. 

The phrase ‘hand-lotuses’ is indeed connected (as object) with the verb 
‘causing to contract’. But it is not presented as the subject of description, but 
only has a subordinate role in showing the conquering nature (of the king 
described). Thus by merely pointing out its connection (with the verb) the 
arthapradhanyam (prominence of sense) otpanipadmam is not established; there 
is none in nakhacandra either. There is only sabdapradhanyam (prominence of 
expression). 

Here, (in the present example), the prominence of the feet-lotuses 
characterised by the red toe-petals etc. is grasped, as they are borne on the 
heads of kings. So both citations [under sabdabhuyistha - and arthabhuyi^ha- 
classes] are faultless. 

The asamasta (partial) variety is as follows: 

O angiy one! All of a sudden your face with trembling lip-buds bears 
florets of sweat drops with the glitter of pearls. (34) 

Here too, in the manner of ekades'a-upama, the natural/permanent and 
adventitious/occasioned avayavas (parts), i.e. the lip-buds and the inflores¬ 
cence of sweat beads, have been mentioned, and the avayavi (whole) of the 
upamana (i.e. creeper) has not been mentioned. So this is the arthabhuyi$tha- 
rupakam type called asamasta-rupakam, amongst the angipradhana-rupakams. Here 
too the prominence of the main object (face of the angry woman), 
characterised by trembling lip-buds, is established by its participation in the 
action of bearing clusters of drops of perspiration. 
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Yuktam (aptly connected, it) is as follows: 

Fair browed one! This face, bright with the smile-blooms and lively eye- 
bees, full of the air of sweet breath - whose delight/divine garden is it not? 

(35) 

Here ‘bright with smile-flowers, having bees in the form of moving eyes, 
the breeze of scented breath - to whom would your face not be a delight/ 
garden?’ - In this the flowers, bees etc. are all aptly inter-connected. So this is 
the arthabhuyistha-rupakam variety called yuktam, amongst the angi-pradhana 
rupakams. 

Here, no doubt, it is the expression, ‘like nandanam changed to 'nandanam' 
(to refer to the divine garden, or for identifying the divine garden with the 
face), relying on secondary usage, that is qualified by all the adjectives. Yet, 
by taking part in the action of delighting, expressed by ‘ nandanam ’ - which 
word results by adding the krt affix to the verb nandayati (‘nandayati iti 
nandanam ) - it is the thing named mukham that is prominent. The promi¬ 
nence of the other (name nandanam) is taken away. So this is arthapradhana 
only. 

Ayuktam (inappropriately connected, it) is as follows: 

With the beams of cool smiles, the lotuses of moist eyes, a moon to 
the eyes of the world- how does your face succeed in scorching me? (3(>) 

Here, since the association of moonlight with lotus is inappropriate, 
and the face which is the moon to the eyes of the world is said to be causing 
anguish, this is the arthabhuyistha-rupakam named ayuktam amongst the angi- 
pradhana-rupakams. Here too, as before, since it is the thing named ‘face’ that 
has been embellished by the descriptions, its prominence alone is per¬ 
ceived. 


(b) Afigapradhana Arthabhuyistha-rupakam 

30. Four types of angapradhana-rupakam are spoken of, depending on 
the parts <avayava> of the subject/metaphor - inherent <sahaja>, occasioned, 
<.ahdrya>, both <.ubhaya> and not uniform <visama>. [These terms follow the 
illustration.] 

Of those, sahaja-avayavam (with inherent part, it) is as follows: ( Prdkrta ) 

Its neck-stalk severed, lip-petals throbbing, teeth-filaments bared, drained 
in a moment of its gushing blood-honey, the face-lotus had fallen down. (37) 
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Here lips etc. and petals etc., the parts of the face and the lotus respec¬ 
tively, embellished with adjectives, viz. throbbing, flowing, cut and bared, 
imaged in the relation of upameya-upamana, are seen to have an inherent 
connection with face and lotus. So this is the arthabhuyistha-rupakam variety 
called sahaja-avayavam, amongst the anga-pradhana-rupakams. 

Here it should not be objected that this is not different from the 
angipradhanav ariety illustrated by 1 tamrangulidalasrenid (ex.33). There, directly 
related to the action of supporting done by the heads of kings, it was the 
avayavl (foot-lotus) that was intended to be prominent. But here, in the 
action of falling, it is the avayavas (lips etc.) which have been prominently 
described. That is why they have been given distinct adjectives like ‘throbbing’. 

Aharya-avayavam ( with adventitious/occasioned part, it) is as follows: 
(. Prakrta ) 

Then the serpent Ravana, whose deadly anger-poison had been stirred 
by the rods of retorts given by Kumbhakarna, and whose skin, the silk drape, 
had been shed, became terrible. (38) 

Here Kumbhakarnds reply, the anger and the drape are the parts (of the 
description) on the Ravana side; the rod, deadly poison and snakeskin are 
the parts (of the image) on the serpent side. Both (the sets) are occasioned 
(by circumstance). So this is the arthabhuyistha-rupakam called aharya-avayavam, 
amongst the angapradhana-rupakams. Here too, in the act of making the ser¬ 
pent Ravana more terrible, the avayavas are seen to be prominent, described 
as (the virulent anger-poison) stirred by Kumbhakarna, and (the drape-skin) 
slipping down. 

Ubhaya-avayavam is as follows: 

May the axe of worship-of-your-feet cut down the creeper of my craving 
- whose seed is pride, whose root is taking too many things to be mine, whose 
shoot is the belief in their permanence, whose sprouts are sons, friends, 
servants etc., whose branch is the taking of wife, whose flower is defeat, and 
whose fruit is hell. (39) 

Here, in the case of the creeper, the avayavas , i.e. seed, root, shoot, 
flower and fruit are sahaja (inherent), but in the case of craving, the avayavas 
pride etc. are aharya (occasioned). Here the sahaja and dharya avayavas are 
conceived of as upamana and upameya, respectively. Hence this is the rupakam 
named ubhaydvayavam amongst the anga-pradhana-rupakams , which come un¬ 
der arthabhuyistha-rupakam. 
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Here too, it is the avayavas, i.e. pride, possessiveness, delusion of per¬ 
manence, sons etc., getting married, defeat and painful end, conceived of in 
the form of seed etc., that are seen to be prominent in relation to the action 
of praying - ‘May this creeper of craving be cut by the axe of worship of God.’ 

Visama- avayavam (with non-uniform parts, it) is as follows: 

With your face-moon whose cheeks are flushed with intoxication and 
whose brow-creepers are dancing, Madana is capable of vanquishing all the 
three worlds. (40) 

Here the whole, the face, is given the image ‘moon’; its parts, the eye¬ 
brows, are conceived of as ‘creepers’, which is a whole. But the ‘cheeks red¬ 
dened with intoxication’ are not given any metaphor. Due to this complete 
lack of uniformity this rupakam is given the name visamavayavam and it falls 
amongst the angapradhana-rupakams which come under arthabhuydtha-rupakam. 
Here too, in Madands action of vanquishing the three worlds, prominence 
and maximum instrumentality are seen to belong to the flushed cheeks and 
dancing brows (which are avayavas). 


(3) Sabdartha-bhuyUtharrupakam 
(a) Suddha Sabdartha-bhuyUthar rupakam 

31. The suddha (pure) type of sabdartha-bhiiyistha(-rupakam) is fourfold, 
viz. adharavat (with common base), niradharam (sundry), kevalam (exclusive) 
and vyatireki (with distinction). 

Of them adharavat (around a common base) it is as follows: ( Prakrta) 

In the ocean of the sky, on the night-shore (or at the advent of night), 
shine heaps of star-pearls of pure ray, clear of the breaking cloud-shells. (41) 

Here, the sky, conceived in the image of the ocean, is kept as the adhara 
(base), and the similarity of the night, clouds and star clusters to the sea¬ 
shore, shells and pearl heaps, implicit as well as expressed, is imaged, giving 
prominence to expression as well as to import So this variety of the sabdartha- 
bhuyistha-rupakam is named adharavat rupakam, amongst the suddha-rupakams. 

Niradharam (without common base, it) is as follows: ( Prakrta) 

These bursts of smoke, the hair knots adorning the forest the fragrant 
fluttering cloths of Madands flag, momentary clouds on the moonbeams, the 
images of darkness, are in view. (42) 
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Here, without any adhara (common base), the bursts of smoke are im¬ 
aged as the bundle of hair on the forest, as the fragrant, waving cloth of 
Madands banner, as the momentary cloud on moonbeams, and as the image 
of darkness. And in this the prominence of both expression and import is 
seen. Hence this is the sabdartha-bhuyistha-rupakam variety named niradharam 
amongst the suddharupakams. 

Kevalam (exclusive) variety is as follows: 

This face-lotus with dancing eyebrows, streaming perspiration and red¬ 
dened eyes is revealing drunkenness. (43) 

Here, in the whole alone being conceived in an image, i.e. ‘the face 
lotus’, (in a single compound, without further elaboration), there is promi¬ 
nence of expression, and in the inclusion of descriptions like ‘with dancing 
eyebrows’ (for the parts), the prominence of the idea alone is seen. Hence 
this is the ubhaya-bhuyUtha-rupakamv ariety named kevalam among the suddha¬ 
rupakams. 

Vyatirekavat (with distinction, it) is as follows: 

[Dusyanta on Sakuntala -] A flower unsmelt yet; a tender leaf unplucked 
with nails; a gem unperforated; fresh honey with flavour untasted, the re¬ 
ward of collected merit not reduced, indeed, is this flawless beauty -1 know 
not whom Destiny will appoint as its enjoyer. (44) 

Here, the flower, leaf, gem, honey, and fruit of merits, whose similarity 
(with the girl) is felt, are identified with Sakuntala s form, but in the vyatireka 
(distinctions) such as ‘unsmelt’, the prominence of both expression and im¬ 
port (exceptional value felt in the girl) is seen. Hence this ubhaya-bhuyistha- 
rupakam variety is named vyatirekavat rupakam, among the s'uddha-rupakams. 

(b) Sahklrna Sabdartha-bhuyiftharrupakam 

32. Now the four varieties of sahkirna{-rupakam - with shades of an¬ 
other alahkdra) will be spoken of. There can be savayava-sahkirnam (with parts), 
and one named anavayavam {rupakam Without parts). 

33. Likewise there is ubhaya-sahkirnam (with parts and partless) and 
one called slesopahitam (presented by paronomasia). These are the twenty 
four varieties of rupakam. 

Of those, the sdvayava - sahkirnam type is as follows: ( Prakrta ) 
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The sky, a worthy sight for Visnu, bearing the filaments of sunbeams, 
filled with the petals of a thousand white clouds, is beautiful like the lotus 
whence Brahma <pitdmaha> was born. (45) 

Here, in ‘The sky is beautiful like the lotus in which the creator took 
birth’, the conception is of upamana and upameya, and the non-difference of 
the two wholes is not intended; so this remains upamd, and does not form 
rupakam, But non-difference is by secondary usage imposed on the sahaja 
and dharya avayavas which share implicit as well as expressed similarity- the 
sun’s rays and the crowd of filaments, the thousand white clouds and the 
thousand petals. As this image, conceived with the parts, combines with (the) 
upamd (seen above), this is the variety of ubhaya-bhuyistha-rupakam called 
savayava- sahklrnam among the sahkirna-rupakams. 

The niravayava- sahklrnam type is as follows: ( Prakrta ) 

The long day serpent, spreading the brilliance of the hood-gem, the 
sun-disk, shedding the burden of heat like the skin, has reached the far 
(setting) ocean. (46) 

Here, the avayavis- day and serpent, with expressed and unexpressed 
qualities, i.e. length, dreadfulness etc., are conceived in the form of rupakam 
through the identity imposed by secondary usage. But with regard to the 
four avayavas , the sun’s disc, hood-gem, heat and snake-skin, even though 
non-difference can be imposed on the pair (i.e., the heat and the serpent- 
skin), the word iva presents them in an upamd ; the other two (the sun and the 
hood gem), even though put together in metaphor, do not have the same 
case-ending fas the day-serpent, i.e., nominative, but are compounded with 
prabha, and so do not have the accusative case ending either, which belongs 
to prabha]. So the avayavaravayavl relation is not established. As this niravayava{- 
rupakam ) merges in the upamd, this is the ubhaya-bhuyistha-rupakam variety 
called niravayava-sahklrnam, amongst the sahkirna-rupakams. 

The ubhaya sahklrnam type is as follows: ( Prakrta) 

With their cloud-bees shaken off, the branches of the sky-tree, the di¬ 
rections, pulled down by the rainy season and now released, have, as it were, 
returned to their original place. (47) 
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Here, the sky conceived of in the image of tree, with the directions as 
its branches, and the clouds as swarms of bees, expressed in anyapadartha- 
(i.e. bahuvrihi-) and sasthi-(tatpurusa ) samasas, are savayava (sky with directions) 
and nir avayava (clouds). And they are combined with utprek$a (bent down by 
the rains etc.). So this is the ubhaya-bhuyistha-rupakam variety named ubhaya- 
sankirna-rupakam, amongst the sahkirna-rupakams. 

The slesopahitam type is as follows: 

Having occupied the moist sky, the rainbow (the nail-mark made in 
dalliance), the most beautiful sign (the first mark of conjugal felicity), left on 
the direction (wife) by the departing rainy season (husband), imprinted on 
the heavy clouds (breasts), is now fading. (48) 

Here, basing the likeness on the (curved) shape of the nail mark of 
dalliance possessed by the rainbow, through abheda-upacara (attributing non¬ 
difference), the image is conceived. By deriving (the compound 
sarasanakhapadam = nail-mark of dalliance) in this manner sarase nabhasi 
padam asya iti (one occupying the moist sky), the description adopts the 
method of slesa (paronomasia). Again ‘ saubhagyaprathamacihnam meaning ‘the 
first and foremost sign of beauty’ as well as ‘the first mark of married status’, 
and ‘ pinapayodhare lagnani meaning ‘imprinted on cloud/breast’ present the 
object-attribute notion. Hence this is the ubhaya-bhuyistha-rupakam variety 
named slesopahita{-rupakam ), in the sankirna-rupakam class. 

3. Samyam 

34. Where, from the deft expression, the purport of comparison is 
perceived between two things, without the employment of upama or rupakam, 
that is called samyam. 

35. Its varieties, being infinite, defy enumeration. Its chief expressions 
are drstantokti (citing of example), prapahcokti (elaboration in a context) and 
prativastukti (citing of parallel). 

36. If it makes use of iva etc., it is said to be drstantokti When iva etc. 
are not used, the learned call it j brapancokti 

37. After introducing a particular thing, if something that has similar 
characteristics is presented, since that leads to the perception of sameness, 
it is called prativastukti 
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(1) Drstantokti Varieties 

38. There, in (expressing) the samyam (parity) based on the oneness of 
kriya (action), jati (class), guna (quality) or dravya (substance), drstantokti (ex¬ 
ample citing) of the purva or some other type is prescribed. 

The drstantokti in the samyam based on oneness of kriya, sdmanyatah (with 
general example), purva (preceding the subject described), is as follows: 

Stopping when she (the cow) stopped, setting out when she began walk¬ 
ing, on her sitting down, patiently taking his seat, desiring water when she 
took water, like a shadow the king followed her. (49) 

Here, between the drstanta (example) and darstantika (subject illustrated), 
gender (parity) has no relevance; only the essential idea has to be put across, 
and so the fault of ‘disparity in gender’ is not to be found in ‘ sthitaK etc. 
[describing the king, but applicable to chaya as well]. 

The samyam arising from the oneness of the actions like stopping which 
are explicitly mentioned, and the example of shadow which is common to 
all creatures endowed with form [ sdmanyatah ], come first <purvam>. |The ex¬ 
ample precedes the subject illustrated, i.e., the king engaged in guarding.] 
Hence this samyam variety is the drstantokti designated as kriyayoganimittasamya 
sdmanyatah purva. 

The same ( drstantokti ), kriydgunayoganimittd, visesatah (particular), purva, 
is as follows: {(Prdkrta) 

As on the sun lighting up the whole earth and spreading his energy on 
all creation, so on the good man, not for long does a black spot rest, cast 
though it may be by Destiny. (50) 

Here the oneness (shared by the good man and the sun) in the kriya 
(action) of lighting up the world and the guna (quality) of energy, is the reason 
for the samyam. The sun cited as the example is not a universal, but a particu¬ 
lar. Hence this samyam variety is the drstantokti designated as 
kriydgunayoganimittd, visesatah, purva, 

Gunayoganimittasamyd , sdmanyatah, uttara (drstantokti) is as follows: 

The same strong form, the same valour, the same in-born nobility - the 
boy did not differ from his cause (father), just as the lit lamp (does not) from 
the lighting lamp. (51) 
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Here the samyam arises from the genesis of the same qualities like 
strength. The example of the lighting lamp is in the form of a universal, and 
comes later in the verse. Hence this is the samyam variety designated as 
gunayoga-nimitta, samanyatah, uttara. 

The same ( drstantokti ), of the kriya-guna-dravya-yoga-nimitta, vis'esatah, uttara 
type, is as follows: ( Prakrta ) 

The boundlessly flowing enthusiasm of good warriors, sparkling with 
the light of valour, rushes forth with greater force, when obstructed by ad¬ 
verse situations, like the stream of great rivers (glinting with the image of the 
sun), checked by uneven ground. (52) 

Here, in ‘boundlessly flowing’ the samyam is based on action; in ‘spar¬ 
kling with the light of valour’ on quality; in ‘glinting with the sun’s image’ on 
substance. The example of ‘the stream of great rivers impeded by uneven 
ground’ is in the nature of a universal as well as a particular. Hence this 
samyam variety is the drstantokti designated as kriyadiyoganimitta, vis'esatah, uttara, 

Dravyajatinimitta-samya samanyatah puna drstantokti is as follows: { Prakrta) 

Spreading like the effect of poison, whichever coral reef on the great 
ocean the great mass of smoke invades, that darkens like blood. (53) 

Here the samyam based on the oneness of dravya (substance) and the 
oneness of jdti (class), in smoke and poison, in coral and blood, is implicitly 
known, and in ‘darkens’, resulting from the oneness (in effect) of the sub¬ 
stances, smoke and poison, it is expressed in the form of a universal [ex¬ 
ample]. Since this drstanta is placed in the beginning, this samyam variety is 
the drstantokti designated as dravyajatiyoganimitta-samya, samanyatah, puna. 

The same ( drstantokti ), of the dravyayoganimitta-samya, vis'esatah {puna ) 
type is as follows: 

Like the travelling flame of a lamp in the night, as she ( Indumati ) walked 
to select her husband, whichever prince she passed by became pale like a 
mansion on the royal path. (54) 

Here the samyam is based on the oneness of dravya (substance) in ‘the 
flame of the lamp’ etc.. And the examples ‘moving lamp-flame’ and ‘royal 
mansions’ which have an element of generality and specificity, are placed 
before (the persons - ‘she’, and the princes -illustrated). So this samyam vari¬ 
ety is the drstantokti designated as dravyayoganimitlasamyO, puna. 
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Dravyayoganimittasamya sdmdnyatah uttara (drstantokti ) is as follows: 


Abandoned by you of bright look, this girl who is attached to you does 
not shine any more, like the soot-tipped wick without the bright flame of the 
lamp. (55) 


Here the samyam is based on the oneness of dravya (substance), and the 
lamp is taken in the general sense (without any specification). The citing of 
the example, the lamp-flame and wick, comes after (mentioning the friends 
illustrated by it). So this samyam variety is the drstantokti of the said form, 
named uttara. 

The same ( drstantokti ), of the kriya-guna-yoga-nimitta-samya visesatah uttara. 
type is as follows: ( Prakrta ) 

Thereafter, their brightness killed, the flame of their eyes stilled, their 
fire departing, as of painted lamps, even their natural liveliness vanished. 
(56) 


‘Brightness killed’ etc. incorporate the guna, and so are in the nature of 
kriydvis'esana (adverb); thus in them the samyam is based on the oneness of 
kriya (action) and guna (quality). In ‘natural liveliness was also lost’, the samyam 
lies in the oneness of guna. And the example of‘painted lamp’ is both gen¬ 
eral and specific in form. So this samyam variety is the drstantokti designated 
as kriydgunayoganimitta, visesatah, uttara. 

What then is the difference between drstantokti and drstanta alahkara ? 
The answer is - To a practical, common sense appraisal, the sense in which 
an identity is perceived, is drstanta. Thus there is no difference with reference 
to the meaning. 

With reference to the expression there are many. They are - When the 
example and the subject illustrated <drstanta, darstdntika> are expressed in 
two different sentences, it is drstanta alahkara. And if they are expressed in a 
single sentence it is drstantokti Drstanta alahkara serves to establish the prop¬ 
erty which has to be established. For establishing the similarity, we have 
drstantokti When iva etc. are not used, it is the drstanta alahkara ; when iva etc. 
are used, it is drstantokti That is why this is ubhayalahkara and that is 
arthalahkara. 
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(2) Prapancokti Varieties 

39. Prapancokti (elaborating in a context), of the prakrta (dealing with 
the natural qualities) and vikrtd (dealing with changed qualities) kinds, with 
the three purposes - pointing out equality <samyokti\ holding up <utkarsa> and 
pulling down <apakar$a> of the upamana and the upameya (with reference to 
each other), will now be demonstrated. 

The prakrta ( prapancokti) with parity between upamana and upameya is as 
in: 


The deer (whom she had) raised with handfuls of wild grains had so 
much trust in her that she would, out of curiosity, compare the size of her 
eyes with theirs, right before her friends. (57) 

Here the equality between the upamana, the deer’s eyes, and the upameya, 
her eyes, is between avikrtas (natural, unmodified features). So this samyam 
variety is the prapancokti named samyena prakrta. 

The same {prakrta prapancokti) with the holding up of the upamana is as 
in: 


Foolish girl! Why do you cariy this excessive burden of pride on this 
pair of eyes? In every direction, in the ponds, blue lotuses like these are to 
be seen. (58) 

Here, in ‘you have only two eye lotuses, the ponds possess innumer¬ 
able blue lotuses’, the excellence of the upamana is perceived to lie in a 
natural quality. Hence this samyam variety is the prapancokti named 
upamanotkarsena prakrta. 

The same {prakrta prapancokti) with the pulling down of the upamana is 

as in: 

O simple girl! Instantly take your face away from here. This moon is 
artful! Let him not rub in a speck of blackness in your cheeks to bring in 
equality. (59) 

Here the dark spot which pulls down the upamana is a natural quality. 
So this samyam variety is the prapancokti named upamandpakarsena prakrta. 

The same {prakrta prapancokti) expressing a little excellence of the 
upamana is as in: 
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O Impulsive lover of beauty! Why do you want to scatter the lotus 
seeds in the pond? This is the Kali-yuga (Age of sin), Innocent girl! and this 
world is ungrateful. As soon as they are on their stalks, they (the lotus blooms) 
will steal the beauty of your face. {(50) 

Here, the slight excellence perceived of the upamana over the upameya 
is of the natural kind. Hence this samyam variety is the prapancokti distinguished 
as isad-utkarsena, prakrta. 

Vikrtd ( prapancokti) making the upamana and upameya equal is as in: 
[Prdkrta) 

The housewife’s face, accidentally marked with soot by the touch of 
her hand engaged in cooking, makes her husband laugh, now that it has truly 
reached the state of the moon, (61) 

Here the superior upameya is brought to equality with the upamana by a 
change, in the form of the touch of soot. Hence this samyam variety is the 
prapancokti distinguished as upamana-upameyayoh samydpattyd, vikrtd, 

Vikrtd {prapancokti) holding up the upameya is as follows: ( Prdkrta ) 

Even the beauty of the red lotus petals which steals the heart has been 
reduced by her wine-reddened eyes reflected in the scented wine in the cup. 

( 62 ) 

Here the upameya [the girl’s eyes] is seen to be enhanced by the change 
brought about, namely, reddening in the intoxication of wine. So this samyam 
variety is the prapancokti, distinguished as upameyotkar^ena, vikrtd. 

The same [vikrtd prapancokti) pulling down the upameya is as in: 

The moon eternally bears the whole deer on his lap; her face occasion¬ 
ally bears mere musk patterns on the cheeks. Therefore it falls behind. (653) 

Here, ‘the deer-marked (moon) always bears the whole deer on his lap, 
and her face only occasionally bears patterns of musk’ - in this the pulling 
down of the upameya is accomplished in words. So this samyam variety is the 
prapancokti distinguished as upameyapakar^dpattyd vikrtd. 

The same ( vikrtd prapancokti ) with the upameya equalling and excelling 
the upamana is as in: 
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If only the dear one does not die before (one), the mortal world is not 
inferior to Heaven. The purpose of Heaven ends if the dead one, on being 
revived, comes back to life. (64) 

Here, in the first half of the verse, on possessing the feature mentioned, 
the upameya gains equality with the upamana, and in the latter half, a slight 
superiority. So this samyam variety is the prapancokti with the given qualifica¬ 
tion, named vikrta. 


(3) Prativastukti Varieties 

40. Falling in the same (samyam group) prativastukti (countering with a 
parallel) is said to be rjvi (straight/plain) and vakra (devious/figurative). It 
has shades of drstantokti and prapancokti 

That (prativastukti) with a shade of drstantokti, of the rju type in the form 
of vidhi (positive statement), and purva is as in: 

Even a cluster of stars, I think, can vanquish the moon in brilliance if 
the faces of these young women vanquish hers (in beauty). (65) 

Here ‘the brilliance of the moon can be surpassed by the cluster of 
stars’ - first by this straightforward statement, in the drsfanta form, after that ‘If 
the faces of the young women conquer hers’ - by this straight expression, in 
the darstantika form, the prativastu (parallel) is presented. Hence this samyam 
variety is the prativastukti which is vidhau, rjvi, drstantokti-chay ay a, purva (posi¬ 
tive, straightforward assertion in the manner of drstantokti placing the paral¬ 
lel first). 

The same (positive prativastukti resembling drstantokti ), uttara, vakra, is as 

in: 

Rare in a royal household, if such is the beauty of (women)folk living in 
a hermitage, then garden creepers have indeed been left far behind by forest 
creepers through their beauties (lit virtues). (66) 

Here, by the indirect expression, ‘rare in a royal household’, in the form 
of the darstantika, the vastu is placed in the beginning. Later by another 
indirect expression, ‘are left far behind in excellence’, in the form of the 
drstdnta, the prativastu (parallel) is placed. So this samyam variety is the 
prativastukti which is drstantacchayaya, vidhau, vakrottara. 

(Prativastukti) with a shade of drstantokti in the form of nisedha (nega¬ 
tion), rjupurvd is as in: 
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The malatl garland will not take crushing; new love cannot withstand 
offences. (But) the kesara wreath, even though wilting, does not wither; the 
Queen’s love cannot be broken in any way. (67) 

Here, ‘the garland is not fit to be crushed’ and ‘though drooping 

the kesara wreath does not wither’ first negatively present the two vastus in the 
drstanta form; later ‘new love does not bear betrayal’ and ‘the Queen’s love 
cannot be reduced in any way’ negatively present the prativastus in the 
darstantika form through straight expression. So this is the nisedhe rjvi purva 
drstantokticchayaya prativastukti variety of sdmyam. 

The same when uttard and vakra is as in: 

How indeed in mortal women could this beauty have taken birth? The 
light with quivering radiance (lightning) arises not from the surface of the 
earth. (68) 

Here, by the roundabout negative expression ‘How is it possible?e the 
darstantika is expressed and then, deviously, through a different case con¬ 
struction, in ‘not from the surface of the earth does the light with quivering 
radiance arise’, the drstanta is negatively expressed. So this sdmyam variety is 
the prativastukti with a shade of drstantokti which is nisedhe vakra and uttard. 

{.Prativastukti ) with a shade of prapahcokti, in the form of vidhi, and rju is 
as follows: 

Move your eyes O woman, let blue lotuses scatter wondrously. Pout 
your lip, let coral turn pale. For a moment reveal your form, let gold touch 
darkness. Raise your face a little, let the sky have two moons. (69) 

Here, in the first and fourth verse quarters, the sdmyam of upamdna and 
upameya is vikrtam (affected). The apakarsa of the upamdna in the second and 
third quarters is prakrta (natural). Hence this sdmyam variety is prativastukti 
with a shade of prapancokth in vidhi form, and rju. 

The same in vidhi form and vakra is as follows: ( Prakrta) 

Deer-eyed one! Beside your face with one eyebrow raised, cheeks clear 
and eyes slanted, this moon, the pale dwelling of the (deer-)mark, is a cos¬ 
metic bowl spun and flung into the sky. (70) 
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Here, clearly the utkarsa of the upameya is vikrta (effected by change) 
and the apakarsa of the upamana is prakrta (natural). And in the latter half the 
apakarsa of the upamana is expreseed in a figurative way through rupakam. 
Hence this samyam variety is the prativastukti named prapancokticchayaya vidhau 
vakra. 


The same in nisedha form presented in a straight way is as in: 

If there are donors, what is the use of wish-granting trees? If there are 
beggars what is the use of straw? If there are good men, what is the use of 
ambrosia? If there are wicked men, what is the use of the kalakuta poison? If 
the beloved comes into the path of vision what is the use of the camphor 
stick? And when this world exists, if another is conjured up magically, what is 
its use? (71) 

Here, since the holding up of the upameya has been accomplished in a 
straight statement, this samyam variety is the prativastukti named 
prapancokticchayaya nisedhe rju. 

The same, vakra, in nisedha, is as follows: 

If that (her) face had been there, then all talk of the moon would have 
been wound up; if that smile had been there, what was ambrosia? If those 
eyes had been there, blue lotuses would have lost; if her speech had been 
there, honey would have been spurned. If those two brows had been there, 
then Madands bow would have been condemned. What more must we tell 
you? As, truly Brahmds creating activity finds no joy in repeating things. (72) 

Here the upamana has been pulled down, and negation expressed in a 
roundabout manner. The rest is as before (as in ex.7 1). Both these (examples) 
have prapaficokti resembling malopama. The first two (examples of prativastukti 
having shades of prapancokti- ex. 69,70), must be taken to resemble the utpadya- 
upama. 


4. Sarfis'ayokti 

41. When, because of extreme similarity between two things, the mind 
swings back and forth, (cannot decide whether it is this or that,) that samsaya 
(doubt) poets know to be ekavisaya and anekavisaya. 

42. In the ekavisaya samsaya there is the suspicion of many things in one 
place. Where there is the suspicion of one thing in many places, it is known 
as anekavisaya. 
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TrfNN: 645 

(1) Ekaviyaya-sams'ayokti 

Of the two, the first, with similarity directly expressed, is as follows: 

This dislike for food, total loss of interest in all things given to sense, 
eyes fixed on the tip of the nose, and then this complete concentration of 
mind, and this silence, and the entire world appearing empty to you! So tell 
me friend! Are you an ascetic or a woman parted from her dear one? (73) 

Here, as the common features of two things are given to perception in 
one, by direct expression, and their distinction is not apparent, and the re¬ 
flection (on the part of the friend) recalls both the particulars, this is ekavisaya 
$ arns ay a. 

The same (ekavisaya sarns'aya) in which the similarity is felt is as follows: 

Is this the lotus with the bees hovering in it? Or is it your face with the 
ever-moving eyes? Seeing you, heavy-breasted one, my mind swings back 
and forth in this manner. (74) 

Here, in one object identifiable as a face and as eyes, respectively, 
another whose similarity is felt, is suspected, i.e., that identifiable as a lotus 
and as bees, respectively. So this is again ekavisaya sams'aycu 


(2) Anekaviyaya-sarjisayokti 

The anekavastuvisaya ( sarns'aya :) is twofold - s'uddha (single) and mis'ra (mul¬ 
tiple). Of the two, the s'uddha with felt similarity, is as follows: ( Prdkrta ) 

The innocentyoung maiden, on hearing of the eclipse, has come out of 
the house, groggy with sleep, her clothes slipping. Rahu looks at her face and 
again at the sky, but confused, he does not know which is the moon (he must 
eclipse). (75) 

Here, in both the objects - the maiden’s face and the moon - whose 
similarity is felt, a single object, the moon, is suspected. So this is the 
anekavisaya s'uddha sarns'aycL 


The mis'ra type with the similarity expressed is as follows: 
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Both these abodes of the glow of fresh japa blossoms are standing on 
the horizon, with twilight approaching. Who is setting? Who is rising? Which 
is the sun? Which is the moon? Which is the east and which the west - we do 
not know. (76) 

Here, in both - sun and moon, east and west - whose similarity is di¬ 
rectly expressed, by turns one is suspected. Hence this is anekavisaya misra 
sams'aya, This is merely a sample. 

So we must consider vitarka-ukti etc. under samsayokti itself. 

As for example: 

Are these two lotus petals holding two bees? Or are they the eyes of 
the wide-eyed one? Are these the tresses of the girl with drooping lashes? Or 
is it a cluster of bees, immobile and soundless? (77) 

Is it her face with teeth-filaments visible in open laughter? Or is it a 
lotus which has fully blossomed? After long the young women identified 
their friend in the lotus pond. (Double verse) (78) 

Again another example: ( Prakrta ) 

In all the other seasons Madana sports in mouths speaking unsteadily 
in intoxication, in tresses wet with bathing, in the firmness of bodice-bound, 
pearl-adorned bosoms, and in constantly moving eyes. But in the Magha 
(winter month), one does not know where he stays in the breast-dwelling. 
(79) 


What then is the difference between viiarka [the arthalankara seen in 
chapter Illj and samsaya ? It is explained thus.: That which is near decision is 
called vitarka (conjecture); and that which is (far from decision but) near 
viiarka is called samsaya (doubt). The person with sams'aya first of all climbs to 
the level of viiarka; then stepping down he reaches the truth, as in ‘identified 
(her)’ in the earlier example. Or else, he remains in doubt, as in ‘But in 
Magha it is not known where he [Madana) stays in the dwelling of the bosom’ 
in the present example. 

The words kim svid etc. are the same for both sams'aya and vitarka. So it 
is difficult to know the difference between them. 
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If so, then vitarka etc. should also be considered as ubhaydlankdra. It is 
true, but with respect to ukti (expression), it is similar to pararihanumana 
(demonstrating inference for others- with all the steps spelt out in words) 
and with respect to svarupa (concept) it is like svdrthanumana (inferring for 
oneself - directly reaching the conclusion). This is the real sense of the word 
ukti (expression). So when only the concept is considered, samsaya, vitarka 
etc. too are arthalankaras only. When the expression is important, they are 
ubhaydlankdras. 


5. Apahnuti 

43. After denying/concealing something, showing another thing (in its 
stead) is apahnuti It is said to be of two types, viz. aupamyavati (involving 
comparison) and anaupamya (not involving comparison). 

44. Of them, in the first type the similarity is either directly expressed 
or implied; and in the second, the matter to be denied/concealed is dealt 
with in this manner (i.e. explicitly mentioned or implied). 

45. Anaupamyavatl is again said to be puna [cause first! and apurvd 
[effect first]. Their form will be apparent in their illustrations themselves. 


(1) Apahnuti involving Comparison 

There the directly expressed aupamyavati is as follows: ( Prdkrta) 

It is the peaks of the Vindhya, black as ink in the forest fires kindled by 
summer, that we are seeing. Take heart, parted wife! They are not the new 
rain clouds. (80) 

Here the new clouds of the rainy season are being denied, passed off 
as the peaks of the Vindhya mountains, whose similarity (to them) has been 
explicitly mentioned. Hence this is abhidhiyamana-aupamyavati apahnuti 

Pratiyamdna-aupamyavati ( apahnuti ) is as follows: 

These are not the ketaki trees bristling with bright buds. Alas, it is the 
Creator laughing (tauntingly) at the travellers (lit those who are away from 
home). This is not the tremulous lightning creeper flashing before us. This is 
Love’s flame flaring. (81) 
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Here, the ketaki buds and the lightning-creeper whose similarity to the 
Creator’s laughter and Love’s flame is implicit, are being denied by these 
(interpretations). Hence this is pratiyamana-aupamyavati apahnuti 


(2) Apahnuti without Comparison 

Anaupamya (apahnuti i) in which the matter to be concealed is mentioned 
first, is as follows: 

Attracted by the princess that I am, seeing my body thrilling, the royal 
guards may come to know. But surely everyone knows that the forest is cold 
with wind. (82) 

Here, having explicitly identified his love for the princess as the reason 
for the body thrill, and anticipated the guards’ coming to know of it, con¬ 
cealment has been accomplished by presenting another reason, namely, the 
coolness of the forest breeze. And there is no similarity between the two. 
This anaupamya (apahnuti ) explicitly mentioning the matter to be hidden is 
called purvd, as the cause has been placed before the effect. 

The same, apuwa, is as follows: 

How is it that tears of joy have begun flowing from my eyes just as I 
have spied that maiden? My eyes are filled with the pollen of flowers, blown 
by the wind. (83) 

Here, in ‘tears of joy have begun flowing’, the effect has been men¬ 
tioned first, and then the cause, in ‘having seen the maiden’. The rest is as 
before. Hence this anaupamya-apahnuti explicitly mentioning the matter to 
be concealed is called apurva, 

Anaupamya (apahnuti ) itself with the matter to be hidden remaining im¬ 
plicit, (placing the cause) in the beginning, is as follows: (Prakrta) 

Pressing your bosom on the fence, you are gathering the karavelli fruit 
lovingly for your dear one. Your heavy bosom scratched by thorns! Stop now. 

(84) 
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Here, ‘On her breasts the marks have been made, not by her paramour’s 
nails but by thorns.’ The matter which has to be concealed is thus implicidy 
revealed. As in the earlier instance, the cause has been placed in the first 
half; and the second half is seen to be stating the effect. This becomes the 
anaupamya apahnuti named pratiyamana-apahnotavya-vastu, purva, conforming 
to the definition, ‘That is apahnuti in which something is hidden and some¬ 
thing else shown.’ 

The same, apurva, is as follows: ( Prakrta ) 

Which man will not be angry on seeing his beloved’s lips wounded? 
You who smell the lotus with the bee in it! O kind woman, bear (the conse¬ 
quences) now. (85) 

Here again, ‘Her lips have been wounded not by the paramour, but by 
the bees’. The matter to be hidden is thus implicitly known. Having kept the 
effect, viz. ‘the lips are wounded’ in the first half, in the second half, the cause 
has been placed in (the rebuke) ‘smeller of bee-holding-lotus’. Hence, con¬ 
forming to the given definition, this becomes the anaupamya, pratiyamana- 
apahnotavya-vastu, apurva {apahnuti). 

6. Samadhi-ukti 

46. Superimposing another’s characteristics on the subject of descrip¬ 
tion (lit. on another) is known as samadhi It is said to be of two types, viz. 
nirudbheda (totally identified) and sodbheda (kept distinct). 

(1) NirudbhedarSamadhi 

Of the two nirudbheda ( samadhi) is as follows: {Prakrta) 

When the Sun, fixing his red glow (attachment) afar, embraces the other 
Direction, the Day-beauty wilts, as if unable to bear her lover’s open infidel¬ 
ity. (86) 

Here, on the sun, on the beauty of the day and on the western direc¬ 
tion, since the characteristics of the hero, the heroine and the other woman 
have been superimposed through paronomastic phrases like 
durapratibaddharaga (fixing colour/love elsewhere), there is no distinction (be¬ 
tween them). The other characteristics have been superimposed in the same 
manner. Hence this is the nirudbhedav ariety of samadhi 
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Sodbheda ( samadhi ) is as follows: ( Prakrta) 

O lotus pond! Upon your lover (the sun) going away early and coming 
back late, your abiding anger - to that I am offered as the oblation, so that 
before he can freely get a word out, the cold-stricken one (i.e. yourself) 
becomes a blazing body. (87) 

Here again, some woman who cannot bear the unfaithful behaviour of 
her beloved, sees the lotus pond frozen by snow, and superimposes her own 
characteristics on it and those of the sun on the beloved [!]. However they 
are kept distinct by words such as ‘I am the offering for your anger’. So this 
is the sodbheda type of samadhi 

(3) Samadhi of Dharml 

By interpreting the word ‘anyadharma as both ‘another’ and ‘another’s 
qualities’, samadhi is recognised in the superimposition of some object as 
well (and not merely its qualities, on another object). 

(. Samadhi) of dharmis along with dharmas is as follows: 

On this sandy bank of the Sarayu river, lit by the moon, an argument 
prevailed for long between two self-convinced young men. One says, ‘Kesin 
was killed first’ The other says, ‘Kamsai You who are that (destroyer, Vis mi) l 
Tell us the truth. Who was killed first by you? (88) 

Here, by addressing (the king), both the dharmi'm the form of Visnu and 
his dharmas (deeds) are superimposed on (him) who is the subject of de¬ 
scription. Hence this is samadhi in the dharmi-dharma- adhyasa form. 

(Samadhi) of the dharmi alone is as follows: 

‘Having already found wealth/ Laksmi<sn>, why must he take up the toil 
of churning me again? Nor do I see him going back to his ancient slumber 
as his mind seems to be free of sloth. Followed as he is by the kings of all the 
islands, why is he building a bridge?’ On your approach, (My Lord,) the 
ocean appears to be carrying waves of such conjectures. (89) 
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Here, in ‘having found srl, why must he...’ etc., the characteristics like 
‘the fatigue caused by churning’ etc. have been dismissed (and not superim¬ 
posed.) As praptasn etc. yield sense only through paronomasia, only the dharml 
in the form of Visnu has been superimposed on the described “you’, not his 
dharmas. Hence this samadhi is in the dharmi-adhyasa form. 


(4) Melitam 

47. Melitam is considered to be samadhi again. That too is twofold - by 
superimposing the characteristics alone or the things themselves on other 
things. 

Here, melitam through superimposing merely other characteristics on 
other things, is as follows: ( Prakrta) 

The beauty of the lady has been made to sprout as it were through the 
fingers, ushered to bloom through the eyes, and brought to fruit through the 
ample breasts. (90) 

Here, in ‘as if made to sprout’, ‘as if led to blossom’, and ‘as if brought 
to fruit’, through fancy <utpreksd'>, we see the superimposition of merely the 
characteristics of the creeper on the object, viz. beauty. In not presenting a 
prompter of the action, and in presenting karapallava etc. as the chief instru¬ 
ment of action, their prominence is seen. [Even though the verbs are caus¬ 
ative in form, the agent or dharmi is not presented, but only the dharmas .] By 
this superimposition of another’s dharmas alone on another dharmi, we get 
the samadhi variety called melitam And that is legitimate (extension of the 
samadhi category), because in enumerating the contents (of this chapter), ukti 
has been included in the term samadhyukti. [The expression <ukti> of super¬ 
imposition <samadhi> can take several forms, one of which is melitam\ 

{Melitam with superimposition) of dharma and dharmi is as follows: 
{Prakrta) 

The day is falling like the body; the sun is reddening like the throat 
gash; the evening is streaming away like blood; and the darkness like the 
head, black with hair, is rolling. (91) 
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Here ‘the body etc.’ with the various actions described, have been com¬ 
posed in the action of animal slaughter, and having been compared to day 
etc. they have been integrated into the event of‘ending of the day. With this 
superimposition of things along with their actions and qualities on the main 
action (described), i.e., the superimposition of dharma as well as dharmx, again 
a samadhi variety named melitam occurs. 

7. Samasokti 

48. When the upameya is perceived from the upamana itself, because of 
(the comparison) being well established, that is called samasokti by scholars. 

49. It is constructed keeping the similarity implicitly perceived or ex¬ 
plicitly stated. It is distinguished by slagha (praise), garhd (censure), ubhe (both) 
or nobhe (neither). 

50. Although dealing with distinct vis'esyas (upamana and upameya), in 
description it is applicable to both <tulyakdravis'esand>. There is another type 
which has description applicable to both as well as not so applicable. 

5 1. Because of the brevity of expression it is called samasokti The same 
is called anyokti, ananyokti and ubhayokti 

There, (the samasokti ) with implied similarity, in praise, is as follows: 

Are words indeed adequate to praise that banyan tree who has made 
his home on the lofty mountain strewn with rocks high and low? Is he the 
friend made long ago, or their collection of merit that, on the road lined with 
diy trees bare of leaves, finding him, people can rest themselves? (92) 

Here, the upameya, the liberal giver who is being described, is men¬ 
tioned only through the upamana, the banyan tree, possessing implicit simi¬ 
larity. So only through praising the tree is the praise of the person accom¬ 
plished. So this is pratiyamana-sadrsya slaghavatl samasokti 

The same, in censure, is as follows: 

O good tree! Why have you grown at the crossway? If you have a thick 
shade, of what use is that shade to you? Why are you laden with fruits? If 
you are full of fruits why have you bent low? Now, because of your own 
wrong actions, bear the hundreds of pulls, shakes, bending and breaking of 
your top branches by people. ( 93 ) 
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Here, through the pretended censure of the good tree which is the 
upamana, some good man who is the upameya, is being ‘blamed’. Hence this 
is pratiyamana-sadrsya, garhavati samasokti 

The same, in both (praise and censure), is as follows: 

Another boar gives birth to young ones only to uproot the lotuses in 
the pond; to dig the earth into ups and downs; and to make the puddles 
slushy with mud. She is truly the boar who was the mother of that young one, 
on whose horn submerged by sheets of waves of the four oceans, this earth 
rested during the great Deluge. (94) 

Here, in the first half censure, and in the second half praise, is seen. 
Hence this is pratiyamana-sadrsya, ubhayavati samasokti 


In neither (praise nor censure), it is as follows: 

Visnu reclines here; and here is the whole clan of his enemies (i.e. the 
demons). Here lie the winged mountains that sought protection. Here is the 
ocean fire, along with the entire body of world-ending clouds. Oh! So vast, 
strong and capable of supporting is the ocean. (95) 

Here both censure and praise are lost in the expression of wonder. So 
this is the samasokti named pratiyamana-sadrsya anubhayavatl 


With similarity directly expressed, in praise, and applying the descrip¬ 
tion to both (upamdna and upameya ), it is as follows: 

Having made a home even in the waters, it has a stem branching widely, 
beauty in the buds and toughness in the stalk, softness in the visage (flowers), 
and leans greatly on the sun; labours to keep its fibres together right from 
taking root, fixing its hatred in the moon. The lotus who stands steadily thus, 
is the fit abode of Laksmi <sn>. (9(>) 

(Able to live even among fools, he does not let idleness grow, and likes 
deserving men, is harsh in punishment, sweet in speech, puts great faith in 
friends, toils to amass virtue right from birth, and hates men who are mines 
ofvice. The man in this exalted position is indeed the fit home for prosperity.) 
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Here, as the relation of upamana and upameya between the lotus and 
the noble man is extremely well known, through the upamana alone, with the 
similarity expressed in the common descriptive words with double mean¬ 
ings, the comparison itself is perceived. Hence this is the samasokti named 
abhidhiyamana-sadrsya, s'laghdvati, tulyavisesand. 

That with both implicit and expressed similarity, censure and praise, 
and descriptive phrases, shared and not shared, is as follows: 

O travellers! Approach that pond which is the adornment of the road. 
Having drunk from it, freed from all your fatigue, delight to your heart’s 
content. As for this salty ocean whose waters have been churned with the 
aged tortoise, keep away from it foryour own welfare. On no account should 
you descend into it! (97) 

Here, in the first half there is praise for the two whose similarity is 
clearly expressed, but in the latter half there is censure of the two whose 
similarity is implicit. [In the first half the descriptive phrases are applicable 
both to the wayside pond (helping the journey) and a modest fortune (help¬ 
ing life). In the second half the descriptions such as churning for ambrosia 
etc, are applicable only to the ocean, although great riches are like the ocean, 
vast but of no help.] So this is the samasokti which is ubhayavati, tulyatu lyavis'esana 
abhidhiyamana-pratiyamana-sadrsya, 

(1) Anyokti 

Anyokti is twofold: svajatau (in the same class) and jatyantare (in another 
class). 

Of the two, the svajatau (anyokti ), is as follows: 

This is that Bali by whom Visnus hand, reddened by the vermilion on 
Fortune’s <Laksmi> high breast, was made a begging bowl. (9fi) 

Here, the words Hari and Bali allude to particular men in the same 
situation |as that of the god possessing Fortune, taking birth as a beggar, and 
the munificent king]. Hence this is svajativisaya-anyokti (Both the reference 
and the allusion are to men, i.e., the same class of beings.) Due to the brevity 
of expression, this is only samasokti 

Jatyantare (anyokti ) is as follows: 

Look! Drinking the honey in the open lotus to his heart’s content, this 
bee is also kissing the bud which has not developed fragrance yet. (99) 








665 


Here, the word ‘bee’ indicates some amorous hero, the word ‘open 
lotus’ some mature woman, and the word ‘bud’ some innocent maiden. [The 
allusion is to beings of a different class, namely humans, through the bee, 
bud and flower.] This anyajativisaya-anyokti is again samasokti 


(2) Ananyokti 

Here, by the word ananyoktiis meant identification <tadbhavapattb brought 
about by superimposition. As in ‘This is Brahmadattd. That is two-fold - suddha 
and citra. 

Of the two, suddha ( ananyokti ) is as follows: 

Scattering the clear moonlight which is pursued by cakora birds of the 
garden swallowing mouthfuls of ambrosia, and which is dear to the new 
lavali fruits - turn your eyes towards the fence top and think a little - what 
moon is this bereft of the deer (mark) that has risen away from the sky? (l 00) 

Here, having superimposed the moon on a woman’s face, some person 
says this. In this, samasokti itself consisting of directly expressed descriptions 
common to both in the first half of the verse, and in the second half, having 
distinguishing adjectives in ‘who is this bereft of the deer, away from the 
sky..’, becomes ananyokti Since there is only one superimposition, it is called 
suddha, 

Citra ( ananyokti ) is as follows: 

Here is a lotus not surrounded by water; in that lotus are two blue 
lotuses. And all are on a golden creeper, and that is delicate and lovely. 
What indeed is this string of unusual phenomena? (101) 

Here the superimposition is as before. The variegation is clear from 
the expression itself. This ananyokti which is samasokti again, is called citra 
because of the variegation through several superimpositions. 

Ubhayokti is as follows: 

What is this strange river of beauty, where lotuses are floating with the 
moon, where elephant temples are bobbing up, where there are plantain 
trunks and lotus stalks of a different kind? (102) 
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Here, ‘this is a strange river of beauty’ is anyokti ; ‘where lotuses float 
with the moon’ is ananyokti Because both are combined this is identified as 
ubhayokti This is merely a sample. Likewise other brief expressions handling 
upamdna and upameya also come under samasokti 

As for example: 

Even the moon is as if smeared with collyrium; the eyes of deer are as 
if lifeless; corals have as if lost their redness; the glow of gold has as if 
darkened; the harshness in their throats is as if displayed by the coos of 
cuckoos. Before Slta, alas, even the tails of peacocks are as if bearing scorn. 

(103) 

Here, from the fancy <utpreksd> based on the collection of parts, begin¬ 
ning with the face, denoted by the word ‘Site?, expressed briefly in ‘the moon 
is as if smeared with collyrium, deers’ eyes have as if become lifeless, corals’ 
redness has as if faded, the glow of gold is as if black, the cooing of cuckoos 
is as if harsh, and the tails of peacocks are as if scorned’, their upameyas , the 
face etc., even though they are not expressly mentioned, are perceived. So 
this brief expression too is only samasokti 

What then is the difference between samasokti and samadhyukii ? We 
shall explain. When an aprakaranika (not belonging to the present context) 
characteristic is superimposed upon a prakaranika (belonging to the present 
context), it is samadhyukii As in - ‘the Day-beauty, as if unable to bear the 
blatant offence of the dear one.’ (ex.86.) But where a prakaranika characteris¬ 
tic is superimposed upon an aprakaranika, that is samasokti As in - ‘the bee 
drinking as much honey as he desires in the open lotus.’ (ex.99.) 

But in the superimposition of the dharmi, can we say that the two are 
identical? No. In ‘Tell the truth, whom did you kill first’ etc. (ex.88), on the 
one hand and ‘What moon is this without the sky?’ etc. (ex.100), on the 
other, the difference in superimposition is clearly seen. It is by the mind 
(implicitly) in one, and in the other by the words (expressly). So this is the 
difference between samadhi-ukti and samasa-ukti 

8. Utprekfd 


52. Where something - dravya (thing/substance), guna (quality) or kriyd 
(action) - in a particular condition is imagined otherwise, that is called utprek^a. 
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Of those dravyotpreksa is as follows: 

Residing in his (lit whose) body, Umd sees in the mirror the image of 
another ardhanarlsvara (half-woman form of Siva), created as it were from two 
other halves. (104) 

Here, the dravya characterised by the ardhanarlsvara form which is present 
in one form in the mirror, is being imagined as another dravya in the form of 
a second ardhanarlsvara created from other halves. Hence this utpreksd is 
dravyotpreksa, 

Gunotpreksd is as follows: ( Prakrta ) 

The beauty of the lady has as if sprouted into the hand-leaves; has as if 
blossomed into the eyes; has as if borne fruit in the ample breasts. (105) 

Here, the beauty of limb existing in the form of fingers etc., is conceived 
differently in the image of sprouting leaves etc.. Hence this utpreksd is 
gunotpreksd, 

Kriyotpreksd is as follows: 

O king! The elephants of your army are, I think, taking the writing pen 
of their trunk-tips and, repeatedly drawing the ichor-ink from their temples, 
are writing the praises of your victory on the leaves of the palm trees growing 
on the seashore. (106) 

Here, the army elephants’ taking the ichor which has assumed the form 
of ink, from their temples, with trunks which have assumed the form of 
pens, and daubing the leaves of tala tress on the seashore with colour, has 
been conceived of in the other image stated (i.e. writing the praise of victory). 
So this utpreksd is kriyotpreksd, 

53. The ( alankara ) functioning as utpreksdvayava (limb of fancy) and the 
one recognised as utpreksopamd (fancy including simile) and the one known 
as matam (fanciful opinion) - all these are not different in concept from 
utpreksd, 

(1) Utpreksdvayava 

There utpreksdvayava is as follows: 

The moon is holding the thick tresses of darkness with his rays as with 
fingers, and is as if kissing the night’s face whose eyes, the lotuses, are shut 

(107) 


tT^cj c?r cjqRioij iRfcf I m ^sjWgcMFR «flsb^ifad^T 

^T ' t J^ c H^Cl'MI ^TRT^FFT:, R ^oU'WiPh difaf^*>rtly|c|<qq 

I 

g=T*fa WHfSRI cHcmrsb^T ^f$f^ R^fafR I 


^«TT - 

dl'-R ylcifstP^ch tdfc^c^M^ci R 
Ticket R cF^R}f^RTRf%IcR Rl 
R Wcffa chisel ^T^lRft^: wfa- 

m d Pd d IdPd3 rFTf fMTII(^oi) 

ffai -q% h < >Rf?r N 

(^) ^8fltW 


■^^RT W - 





671 


Here, ‘the locks are held by the fingers and the beloved one’s mouth is 
kissed, and she closes her eyes’ - is a common observation. The action of 
kissing the mouth is perceived to be the main utpreksa (fancy); ‘holding the 
hair’ and ‘closing the eyes’ are its parts and therefore subordinate. Here, by 
conceiving of the main event in an utpreksa, the action which is part of it, is so 
conceived automatically. For instance, in ‘(with) the eyes, lotuses, shut into 
buds’ there is no word indicating utpreksa ; in ‘holding the tresses of darkness 
with ray fingers’ too, none is found. |The metaphor is obvious in both.) Or 
the expression should have been - ‘tresses of darkness held by ray-fingers’ 
[qualifying ‘the night’s face’. This would have brought the whole expression 
into the utpreksa conception.] In that part of the action, as distinct from the 
next [which is expressed in a compound], the iva almost brings about an¬ 
other sentence with separate words [expressing a simile]. But as that iva also 
serves to elaborate it [the main fancy], this is called utpreksdvayava by the 
poets. 

Again there are others who describe utpreksdvayava as that in which the 
main action is not in the form of utpreksa, but only actions forming parts of 
the conception are fancied thus. 

As for example: 

(.Madhava says-) My sweetheart (. Malati) is as if merged, reflected, pic¬ 
tured, inscribed, sown, stuck with the binding glue, implanted, as if nailed in 
my heart by the five arrows of the mind-born ( Madana ), tightly sewn in with 
the network of thread in the form of chains of thoughts. (108) 

In their opinion the previous verse is not utpreksdvayava, 

(2) Utpreksopama 

Utpreksopama is as follows: 

Having climbed the trees in the guise of kims'uka llowers, Fire is as if 
surveying the burnt and unburnt parts of the great forest, all around. (109) 

Here, by the word vyapadesa (guise), the similarity of the kimsuka flowers 
with fire has been conveyed, and the action of‘seeing’ is being fancied. Hence 
this is utpreksopama. 

In the previous example, in ‘with rays as with fingers, having held the 
darkness like tresses of hair’, the sense of comparison is seen to have entered 
the utpreksa. The present utpreksopama also is identical with utpreksa. 
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(3) Matam 

Matam is as follows: 

This thing sporting like a piece of cloud in the moon, which people call 
a rabbit, does not appear to be so to me. I think the moon’s body is marked 
with the scar of wounds caused by the meteors of glances from young women, 
afflicted by separation from (their men,) your foes. (l 10) 

Here, ‘I consider the moon’s form to be marked with the scar of wounds 
caused by meteor-like glances’ - through this ‘expression of opinion’, there is 
but the confirmation of the utpreksa Hence this ( alahkara) which is named 
‘matani is actually a variety of utpreksa. 


9. Aprastuta-prasaijisa 

54. Stating some reason or the other, if there is praise of that which 
does not deserve praise (i.e. that which deserves censure), that is aprastuta- 
pras'amsa It is called vacya (expressed) and pratyeiavyd (to be construed). 

55. It is seen to arise from one’s conviction, and to imply the obstruc¬ 
tion of dharma (ethic), artha (ambition) or kama (desire). 

Of them, one involving the obstruction of dharma, is as follows: 

By shedding fat, the waist becomes thin, the body becomes light and fit 
for activity. One also gets to see the reactions of wild animals in fear and 
anger. The archer improves since his arrows have to reach moving targets. 
Hunting has been wrongly condemned as a vice. Where indeed can a sport 
of this value be found? (ill) 

Here, with the reasons given, establishing one’s intention ends in the 
definite approval of hunting - ‘Where can a sport of this type be found?’ So 
this is the aprastuta-stuti named vacya which contradicts the precept, ‘Non¬ 
violence is the greatest dharma 

That obstructing dharma, to be construed, is as follows: ( Prakrta) 

Boy, pursuing the wrong learning in letters! Come and embrace me. If 
we earn a life together in hell, let it be so. (112) 
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Here, ‘Boy, engaged in wrong learning in letters, come and embrace’ - 
with these words some ignoble woman is tauntingly enticing a handsome 
youth who is becoming lettered in dharmasastra, You think that if we do so, 
there will be hell. If that is to be for us both together, it will not be hell; on 
the contrary it will be heaven.’ Thus establishing the speaker’s view, the boy 
is ordered to commit an outrage. In this we perceive the praise of an idea 
which has never been praised and does not merit praise. So this is the 
aprastuta-prasamsa named pratyetavya, which obstructs the dharma, ‘Do not 
desire another’s wife even in thought’ 

That involving the obstruction of artha, directly expressed, is as follows: 

O lame one! You are fit to be saluted for you do not frequent homes 
coveting others’ wealth. O blind one! You are blessed because you do not 
see the faces of men filled with the arrogance of wealth. O dumb one! You 
too deserve praise, since you do not flatter the miser, with the wish for wealth. 
O deaf one! You are to be lauded as you do not hear the words of bad men. 

(1 13) 

This is plain celebration of the lame, blind, dumb and deaf who need 
not be praised (for these defects), by the use of the words - vandya, dhanya, 
slaghya, stotavya, So this is aprastuta-prasamsa called vdcyd, which contradicts 
the achievement of success with self esteem by men. 

That contradicting artha, to be construed, is as follows: 

In the woods, the deer feed as they wish, on the grass which is easily 
found without effort; they do not display poverty amidst wealth (lit. the 
wealthy). They are beasts after all; it is we who are endowed with intellect. 
(114) ' 


Here, ‘they are beasts after all and we are the intelligent ones’ - in this 
there is indirect praise of the deer. Since this praise of those who do not 
deserve praise, is construed from the purport of the expression, this is 
aprastuta-prasamsa named pratyetavya, which contradicts the earning of wealth 
by men of self-esteem. 

That obstructing kama (desire), directly expressed, is as follows: ( Prdkrta) 

They do not take long breaths, do not cry, do not waste away in separa¬ 
tion. O beloved of many! Blessed are those women for whom you are not the 
dear one. (115) 
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Here, ‘blessed are they whose beloved you are not’ - in these words of 
the woman who is intensely in love, there is direct praise of that which is not 
fit to be praised. So this is aprastuta-prasamsa named vdcya, which obstructs 
the fulfilment of her own desire. 

That obstructing desire, to be construed, is as follows: ( Prdkrta ) 

You who could bring that inaccesible one from so far away to enquire 
about my welfare, O Fever! Even as you take away my life, you are blameless. 

(1 10 ) 

Here, ‘By fulfilling my wish expressed earlier, you have helped me, so 
that even as you take my life away, you are not guilty’-in this statement ad¬ 
dressed to the fever by the woman who is extremely in love, the praise of the 
fever which does not deserve praise is implicit Hence this is the aprastuta- 
prasamsa named pratyetavya (of that) which, by afflicting her own body, ob¬ 
structs all desire. 


10. Tulyayogita 

56. Speaking in praise or censure of a thing, aligning it as an equal with 
others possessing a high degree of the quality intended to be drawn atten¬ 
tion to, is tulyayogita. 

That stating the compared qualities, in praise, is as follows: 

(The serpent) Sesa, the mountain of snow ( Himalaya ) and You are lofty, 
vast and stable. You support (and save) this earth who keeps moving and 
crosses her limit (117) 

Here, with a view to praising him, the king is being described, grouped 
on equal terms with the serpent Sesa and the snowy mountain, who have 
been explicitly stated to possess in a high degree, the qualities like loftiness. 
Hence this is stutyartha tulyayogita. 

That stating the compared qualities, in censure, is as follows: 

The friendships of deer-eyed ones (women) and flashes of lightning do 
not last for two moments, although arising spontaneously in full strength/ 
clouds. (118) 
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Here, since women’s friendships and flashes of lightning have been 
talked of together, combining them as equals, with the idea of censure, ex¬ 
plicitly mentioning their qualities such as ghanarabdhanyapi, this is nindartha 
tulyayogita. 

That with implicitly known comparable qualities, in praise, is as fol¬ 
lows: 

Yama, Kubera, Varuna, Indra as also Your Highness, bear the title of 
‘Guardian of the World’, not applied to anyone else. (l 19) 

Here, when it is asserted, You five, beginning with Yama, are the pro¬ 
tectors of the world’, even though the quality they all share has not been 
mentioned, since, in praise, they have been grouped together as equal entities, 
it is perceived (in their benevolence). So this is stutyartha tulyayogita with the 
compared quality becoming implicitly known. 

With the compared quality implicitly known, but in censure, it is as 
follows: 

Foolhardy men, alas, cultivate even the king, partake even of poison, 
and delight with others’ wives. (120) 

Here, the frequenting etc. of kings and (others’) women by men are 
combined, as they are equal causes of misfortune; or, alternatively, the king 
etc. are all brought into the action (of causing misfortune) as they are all 
alike in their deeds (of caprice). Thus revealing their mutual similarity, the 
combination makes the reader comprehend the comparability (in danger) of 
befriending the king as also of delighting in another’s wife, to the 
partaking of poison. Hence this is nindartha tulyayogita implicitly containing 
the compared quality. 


(1) Tulyayogita according to Others 

57. Others call that tulyayogita where, in the presence of something 
causingjoy and something causing sorrow, equality (of reaction) is described, 
with the sole intention of praising or blaming. 

Intended in praise it is as follows: 

Invited to ascend the throne and then banished to the forest -1 did not 
note the slightest flutter in his appearance. (12 t) 
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Here, Rama presents the same appearance both in the matter of his 
coronation and in the departure to the forest, as both have been ordered by 
his father. So praise is perceived in this description. 

Intended in censure it is as follows: 

One who reaches the neem tree with an axe, and one who approaches it 
with honey and melted butter, and one who goes to it with incense and 
garlands of flowers - to them all it remains bitter. (122) 

Here, one who cuts it with an axe, one who sprinkles it with honey and 
clarified butter, one who worships it with incense and flower garlands - to 
eveiyone of them the bitterness of the neem is the same. So by samasokti, the 
censure of its upameya (the person who has an unloving nature) is implicitly 
given. 


11. Les'a 

58. A dosa (fault) being made out as a guna (virtue) and a guna presented 
as a do<;a is called les'a , And vydjastuti is not any different from it 

There les'a making dosa into guna is as follows: 

He is young, full of virtues, a king, endowed with might - the fit husband 
for you, seeing that his heart is set upon the joys of battle more than upon 
the joys of love. (123) 

Here, in the second half of the verse, the praise of the king’s great 
valour is done by her shrewd friend, with the intention that it should strike 
the bride who wishes to enjoy his love constantly, as a fault. Also wanting to 
avoid angering the king, she presents this fault as a virtue. This dosa trans¬ 
formed into a guna, uttered les'atah, i.e. in a light/feeble tone, without any 
other person coming to know (the intention), is called les'a. 

Guna made out as dosa is as follows: 

This man is inconstant, heartless. What have I to do with him, O friend, 
who has learnt pleasing words only for wiping away his offences? (124) 
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Here, in the first half, the resolution is made openly before her friends 
(not to care for him) in keeping with the anger she has adopted, and then 
suspecting her own inability to keep it up, and wanting to avoid being ridi¬ 
culed on that account, she presents his collection of virtues as seeming faults 
in ‘he has learnt flattery only to wipe away his sins’. So this is the lesa named 
gunasya dosibhava. 

Others consider lesa to include both - fault being made into virtue and 
virtue being made into fault - in a single instance. That too is twofold - 
through samasokti (condensed, allusive expression) and through asamasokti 
(direct reference). 

Of them, the one through samasokti is as follows: 

Only for the fault of possessing abilities (lit. virtues), is the excellent ox 
bound to the yoke; the unfit ox on whose shoulders there are no scars, 
sleeps in comfort. (125) 

This is also uttered lightly/feebly, out of the fear of arousing anger, and 
so is lesa. 

The one through asamasokti is as follows: 

Good men who toil to better their conduct are checked constantly, are 
shaken by public blame everywhere, and always live unhappily. Blessed is 
that rustic whose mind is not cultivated, who is not worried about good or 
bad actions, whose heart is devoid of the discrimination of proper and im¬ 
proper. (126) 

Here too (the muttering, because of) ‘the fear of arousing anger’ etc. is 
as before. Then, why should this not be called lesa if (each half is) considered 
separately <vyastalaksanatvena >? 

The answer is - The conversion of fault into virtue (in the second half of 
these two verses), falls under (lit. is taken away by) aprastuta-stuti; and the 
conversion of virtue into fault (in the first half) falls under vyajastuti 

(1) Vyajastuti 

Vyajastuti too is twofold - suddha (through censure alone, i.e. pretext 
alone) and misra (through censure mixed with praise, i.e. pretext and honest 
statement). 
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Of them, suddha (vyajastuti ) is as follows: 

O king, you are enjoying Sri (empire/ Visnds wife) after tearing her away 
from the Ancient Purusa (Visnu ). Does this become you, King of the Ik$vaku 
dynasty? (127) 

Here, under the pretext of censuring ‘the seizing of another’s wife’ alone, 
praise has been expressed. Hence this is the vyajastuti named s'uddha. And 
since it converts virtue into fault, it is not different from les'a. 

Mis'ra (vyajastuti) is as follows: 

O Ruler of the earth! You are dear to all, wise; you are the lord, of noble 
descent; and you are young. How many young women will not choose you as 
their husband? So it does not befit you, who have studied law, to seize Fame, 
the ancient queen of Raghu, Nahusa and Mandhata (as your wife). (1 28) 

Here, pretended censure mingled with words of praise has been em¬ 
ployed to express praise. So this is the vydja-stuti named misra, a variety of 
les'a. 


12. Sahokti 

59. Combining the agent [or object of the sentence] with others in the 
verb etc., either singly ( vivikta ) or in a group ( avivikta ), is called sahokti 

60. (Although) defined as not consisting of similarity <vaisadrsyavatfr by 
the learned, in the ‘ saha\ l ivd etc. used, it is seen to consist of similarity 
<sasadrsya> too. 

Combining the agent with one other in the verb, it is as follows: 

Sweet with the calls of the cuckoos and fragrant with the forest breezes, 
the days of spring are growing along with the delight of the people. (129) 

Here the agent, namely, ‘the days of spring’, is combined with ‘the 
delight of the people’ alone in the verb ‘attaining growth’. Hence this is the 
vaisadrsyavati sahokti named vivikta-kartr-kriyd-samaves'a. 

Combining the object <karma> with one other in the verb, it is as follows: 
( Prakrta ) 

Borne you are, along with your beloved (in my heart). Yet you say, Why 
are you thin?’ O fool! Even a bull, when overburdened, lets go his limbs 
(buckles down). ( 1 30) 
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Here the ‘you’ being addressed is the object and is combined only with 
the object named ‘beloved’, in the verb ‘are being carried’. Hence this is the 
vaisadrsyavati sahokti named vivikta-karma-kriya-samavescL 

61. When the many agents etc. [present in the expression,] combine, 
each with one other <viviktabhdvam> through disparate verbs etc., that is also 
called viviktd {sahokti). 

Placing pairs of agents in their respective verbs, it is as follows: 

Along with the stupor of travellers the mango blossoms are increasing. 
And along with their tears, the breeze from the Malaya mountain is coursing. 

(131) 

Here the mango blossoms are combined with stupor in the action of 
increasing; and the Malaya breeze with the tears in the action of flowing, 
each singly as one agent. Hence this is vaisadrsyavati sahokti of the same vivikta- 
kartr-hriya-samaves'a type. Examples of objects in single combination (with 
another in the verb) can be observed similarly. 

When the agents are, in a group, combined in an agent-verb relation, it 
is as follows: 

The night along with his fortitude, unsteady commands along with his 
heart, energy along with his arms, and kind words along with his tears, are 
dissipating. (132) 

Here many things, night etc. paired with fortitude etc., are all together 
placed in a single verb, viz. dissipating. Hence this is vaisadrsyavati sahokti 
named avivikta-kartr-kriya-samavescL 

The sasadrsya sahokti in which the objects are, in a group, combined in 
one verb, through the word iva in the place of the word saha, is as follows: 

(...the ocean) which was bearing the masses of water like its fortitude, 
the host of winged mountains like its shoals of whales; its waves like the 
rivers streaming into it and hundreds of great qualities like its gems. (133) 

Here, by iva the similarity perceived between the volumes of water and 
fortitude, the host of winged mountains and the shoal of whales, the waves 
and the streams of rivers, the hundreds of great qualities and the gems, is 
brought out. Since the sense of saha (with) is obtained by the force of the 
sentence purport, there is the placing of several objects like fortitude, in a 
group, in the single verb of bearing. Hence this is sasadrsya sahokti named 
avivikta- karma -kriya -samavesa. 
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By the word adi (etcetera) [in the definition!, the placing of things to¬ 
gether in a single quality is also included. Sasadrsya (sahokti involving guna ) is 
as follows: 

Now, along with my sighs, these nights are long; and ornamented by 
the moon, are pale, along with my limbs. (134) 

Here the nights are said to be long and pale. So the qualities of length 
and paleness are both placed in the nights, and the nights are placed in 
them along with the sighs and limbs [respectively]. Hence this is the sasadrsya 
sahokti even without the use of words like iva , named avivikta-guna-samaves'd. 

13. Samuccaya 

62. The placing of many things, actions, qualities etc. in one action, 
thing, quality etc., in one effort, is samuccaya, 

63. Itaretarayoga, and that called samdhara and the other one called 
anvacaya- all these are not different from samuccaya, 

64. It ( samuccaya ) can be dvipadasraya (i.e., place two things or two quali¬ 
ties or two actions in one action, thing or quality) or bahupadasraya (place 
several in one). It can be ubhaydsraya and anubhayasraya too. 

65. In the (first) three types (mentioned above), along with every term 
(linked to the common verb, adjective or noun), or at the end of the list, the 
indicator ( i ca’) is present These three samuccayas can be s'uddha (linked in one 
way uniformly - with a ca for every term, or a ca at the end) or misra (mix both 
ways of linking = ubhaydsraya?). And the fourth ( anubhayasraya ) is without the 
indicator. 

There the samuccaya of‘two things in one action’, with the indicator (ca) 
attached to each, is as follows: 

Kindled by the attendant before leaving (Counselled by the departing 
friend), bursting into lustre (brimming with eagerness), with raised wick (in a 
gay mood), steadied (secure) with the shutting of the door, the lamp as well 
as Love shone even more brightly. (135) 

Here, by saying ‘dipakasca madanascd, two things (i.e., the lamp and Love), 
each with a ca, is placed in the action of didyute (shone brightly). That is why 
the dual number form didyutate is not used. Nor is the dvandva compound ‘in 
the purport of and’ <ca-arthe>, ‘ dipakamadanau', used. 
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The dvipadasraya samuccaya itself with the indicator (ca) coming in the 
end, placing two actions in one thing, is as follows: 

With wasting limbs, beautiful as the glistening pith of the plantain tree, 
a feast to the eyes like the moon’s form left with a single digit, this fair lady, 
consumed by the fire of Love, pining (for the beloved), delights our heart 
and makes it throb in pity too. (13(>) 

Here, by saying ‘ ramayati kampayati cd, through the (single) ‘ ca coming 
after the latter word, the two verbs (delights, makes it throb) are simulta¬ 
neously and equally placed in the object of the sentence, namely the one 
thing, heart. Therefore this is not anvdcaya. [One action is not primary and 
the other secondaiy, ‘also occurring’.] 

Bahupadasraya samuccaya of many gunas in one kriya, with indicator at¬ 
tached to eveiy term, is as follows: 

How could this noble man not inspire one with wonder, in whom re¬ 
sided compassion as well as gratitude, wealth as well as spirit lit by wisdom, 
virtuous conduct as well as pride and humility, as well as valour. (137) 

Here the several qualities ‘and compassion and gratitude’ etc., are be¬ 
ing placed, each by its own ‘and’ in one single verb ‘resided’, in the same 
relation. So the qualities are not given the plural number (in the verb), nor is 
there any dvandva compound of karuna , krtajnatd etc.. If we consider the word 
yasmin (‘in whom’), then it becomes dravya-samuccaya of the gunas. [All the 
qualities are vested in one thing, the noble man.) 

The same bahupadasraya (.samuccaya ) with the indicator (ca) following the 
last term, placing several gunas in one kriya, is as follows: 

Their form, beautiful without special care, their love blossoming natu¬ 
rally without any expectation, and their pleasing words in artless eagerness, 
worked (lit. became) magic on their lovers. (138) 

Here, several qualities - beauty, love, sweet speech etc., are placed by 
the ca attached to the last term, in a single verb, agamat, in the same relation. 
Therefore we do not have the plural form agaman here, nor do we have a 
dvandva compound. When 'karmanatvam ( magic) is taken into consideration, 
this becomes an example of the samuccaya of gunas in on ejati (class). [All the 
qualities, beauty, love and sweet speech, are placed in the class of magic.] 
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The ubhayapadasraya (bahupadasraya as well as dvipadasraya samuccaya) 
with the indicator attached to the last term, placing the dravyas and gunas in 
one kriya, is as follows: 

This appears to be unattainable for mortals in the (three) worlds, 
cherished though in thought - the moon-lit night and wine with blue lotuses 
(tossed in), the beloved’s attachment and ever fresh youth. (139) 

Here the night and wine are dravyas ; love and youth are gunas ; even 
though there are several terms, in pairs, they are all placed in one verb cakasti 
through the ca attached to the latter term (in each pair). 

Therefore the plural form cakasati cannot be used, nor can there be 
compounding. If durlabham is taken into consideration, there is samuccaya of 
dravyas and gunas in one guna ( durlabham ). 

All the three (samuccayas with two terms, with several terms, with several 
terms in pairs, illustrated so far) are of the suddha variety (with uniformity in 
the employment of the ca, either with every term or attached to the latter 
term.) 

Misra, however, like (/being?) ubhayapadasraya (Aubhayasrayal ), has to 
be bahupadasraya as well. For example: 

The sun and the moon, the wind and the fire, the sky, the earth, water, 
the heart and Death, the day and the night as well as the two twilights and 
dharma know the conduct of man. (140) 

Here the particular dravyas - the sun, moon etc., are placed in the single 
verb jdnati (knows) by the ca which is attached to the last term of a group and 
in some cases with every term. So the plural number and compounding 
being absent, this becomes the misra variety of samuccaya 

The anubhayasraya (samuccaya) does not involve (grammatical) samuccaya 
or anvacaya, because dipaka ( alahkara) usurps the matter of both. So it is illus¬ 
trated in itaretarayoga and samahara. |Anubhayasraya samuccaya seems to mean 
that both ways of employing *cd can be dispensed with - with eveiy term or 
after the last term.] 

There itaretarayoga is as follows: 

Failure to complete utterances, carelessness in letting slip garlands, 
garments and ornaments, getting up to go away without reason - all these 
revealed the confusion of intoxication in these (beautiful women). (141) 
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Here ‘ uktarrt , 6 upeksa , l utthitam' - these particular dravyas and kriyds, all 
mutually connected, are placed in the action of revealing the abandon of 
intoxication. Therefore the plural number in (the verb) ‘ dyotayanti ’ and the 
dvandva compound can be employed to convey that Here the indicator ca 
does not occur either with the latter term or with every term. Hence this is 
the anubhayasraya variety of samuccaya. 

Samahara is as follows: 

His form endowed with dreadful eyes, his birth unknown, his wealth 
proclaimed by his bare body, O lass with the eyes of a fawn! All that is 
looked for in a suitor - is a single one there in the three-eyed one? (142) 

Here, ‘All that is looked for in a suitor, is there one of them in the three¬ 
eyed one?’ - in speaking thus, the entire group of looks, proper age and 
wealth is kept together. When the members of the group are distinguishable 
(as in the first half) it is itaretarayoga and when the distinction between the 
members is out of view, it is samahara. Here that ( samahara) has been con¬ 
veyed by the word yat in singular number and neuter gender (in the second 
half). Nor is the word ca used anywhere. Hence this too is the anubhayasraya 
variety of samuccaya. 

Itaretarayoga also functions through the ca connection. When ca is 
attached to the latter term, it is as follows: 

(Sipping the wine,) at once the fair browed (. Pdrvati ) went into the hold 
of $iva<$ulin> and intoxication - who banished her shyness, and with mount¬ 
ing desire/colour, led her to the bed. (143) 

Here, in ‘sulino madasya cd, if, through the ca attached to the latter term, 
the two dravyas being placed in the one gurca-indicadng term, vasavartini, were 
not intended to retain their itaretara-yoga (mutual connection in controlling 
Pdrvati), the dual number as well as the ekasefa (one word remaining to indicate 
two or more things) in the words viparivartitahriyoh upto dvayoh, would not be 
there. So this ( itaretara-yoga samuccaya ) also falls under the dvipadasraya, 
uttarapadasrita-dyotaka samuccaya class. 

Likewise, other examples of inclusion of ca in itaretarayoga can be seen. 
Samahara making use of the ca connection has already been observed in 
vicintyamdnam etc. (ex. 139). 

Anvdcaya is observed in relation to verbs/actions only. And in that the 
ca is attached to the latter term only. 
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For example: 

(O cloud!) There, to the young women walking on the royal highway to 
their lovers’ dwellings at night, their vision hampered by the darkness which 
can be pierced with a needle, with your streaks of lightning, bright like the 
lines of gold on the touchstone, please show the ground. And do not shower 
rain or roar with thunder, for they are easily frightened. (144) 

Here, initially in darsaya (show), urvl (the ground) has been kept as the 
karma (object) of the verb. Then in toyotsargastanitamukharo md ca bhuh, the 
same agent (cloud) has been given another secondaiy task through an in¬ 
transitive verb. So this is anvacaya which differs from samuccaya because of 
the disparity in time and theme (between the two verbs connected to the 
single agent/the two actions enjoined on the cloud). 

But in this manner, if two verbs differing in their theme were to be 
linked [to one agent] simultaneously but individually <samuccaye>, what fault 
will that be? There will be no fault. But its matter has already been taken 
over by the samuccaya stamp (ex. 136), and so it is not being illustrated (here 
under anvacaya ). 

In a compound too through itaretarayoga, the anubhaydsraya samuccaya 
variety is as follows: 

For inspiring me with speech and thought, I salute the parents of 
Creadon, Pdrvatl and Paramesvara, who are in union like word and sense. 

( 145 ) 

Here, in vdgarthau, the gender is according to the last member of the 
compound. In samprktau, pitarau, the gender and noun, respectively, retained 
<ekas'e?a> is masculine, even though one of the two is feminine, by the rules 
pumdn striyd and pita matra, respectively. So this reaches the standard of 
alahkdra because of the strikingness of expression brought about by the 
application of special (grammatical) rules, which cannot be extended to dhava- 
khadirau etc. [to arrive at ‘ dhavau or ‘ khadirau ?J. So this is also a variety of 
samuccaya ( alankdra ). 

(In a compound) through aggregation <.samdkara> also, it is as in: 

Where (in that town), his task being accomplished by the coquettish 
gestures of women, Madana <manobhu> placed his bow-arrow in the guise of 
the brow-eye in their face. (1 45 ) 
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Here too, in sarakarmukam and aksibhruvam, the special rules 
‘prdnituryasendhgdnam and ‘vanmanasaksibhruvd are at work, and this is not 
extendable to [arrive at the form] 6 dhava-khadira-palas'arri etc. [which is gov¬ 
erned by another rule]. 


1 4. Aksepa 

66 . In poetiy, through positive assertion/injunction or negation/pro¬ 
hibition <vidhi-nisedha>, the expression of refutation/protest, which can be 
suddha (consisting of only vidhi or only nisedha) or misra (mixing both), is aksepa, 
(The alankara ) rodha (acceptable to some) is not different from aksepcu 

There vidhi-aksepa of the suddha variety is as follows: 

Dear one! If you wish to go then go. May your path be safe. May I also 
be bom where you are going. (197) 

Here the positive injunction expressed in ‘go’ is being turned into pro¬ 
hibition by the indication of her death in the same (positive) manner by the 
benediction,‘May I also be born there’. Hence this vidhi-aksepa is of the suddha 
variety. 

Misra ( vidhi-aksepa ) is as follows: 

Enough of disputing. Let him be all that you have heard him to be. My 
heart with all its feeling is set on him. One who follows one’s own will does 
not care for criticism. (198) 

Here, after establishing the view (of the dissuader) through nisedha in 
‘alam vivadend and through vidhi in ‘tathavidhah so’std , she then expresses her 
protest through vidhi in ‘mamatra bhdvaikarasam manah sthitard and through 
nisedha in l na kamavrttih vacaniyamiksati\ So, expressed through vidhi and nisedha, 
this is misra vidhi-aksepa. 

The ni$edha-aksepa of the suddha type is as follows: 

O sweet spoken one! Why are you adorning your ears with blue 
lotuses? Do you think your (long) eyes are not sufficient for this task? (199) 

Here, the statement of prohibition in ‘ kutah. kuvalayam karosi is sup¬ 
ported by i kimapahgam etc., which, although in the form of a question, is 
ultimately a prohibition. So this is suddha nisedha-aksepa, 

Misra {nisedha-aksepa) is as follows: ( Prakrta ) 
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It is true that mountains are lofty. Who says oceans are not deep? Even 
then I cannot dare to compare them with men of fortitude. (150) 

Here, ‘Truly lofty are mountains’ is a positive assertion. Who said oceans 
are not deep?’ is the refutation of the opposite view. The loftiness of moun¬ 
tains and the depth of oceans which these two statements establish is, in the 
latter half, refuted in comparison with men of fortitude, but asserted in rela¬ 
tion to others. So this is mis'ra ni$edha-aksepa. 

(1) Rodha 

We have said ‘ Rodha is not different from akyepad This much distinction 
is there: 

67. Since it prevents a person from setting out on a task, giving a 
reason, that protest <aJqepa> in plain words or indirectly <uktya, yuktya>, which 
amounts to obstruction <rodha> , is called rodha. 

68. Rodha is expressed, in opposition <pratikula> or in support <anukula >, 
in positive as well as negative ways <vidhi-nisedha>. It is said to be of two types 
- because of employing ukti and yukti 

There, through plain speech, asserting, in opposition, it is as follows: 
(. Prdkrta ) 

Ten-faced! What is the use of talk from one who is not able to cany out 
what he speaks? Having talked this much others too reached their death at 
the edge of the thunderbolt (151) 

Here, with ‘kind which has the direct sense of opposing, through plain 
speech the pratding Ravana is being stopped by Citraratha. And the reason is 
presented in the same vein of opposition, describing the effect of the thun¬ 
derbolt So this pratikula, vidhi-aksepa through ukti is called rodha. 

As conveyed through ukti itself in vidhi, in support is as follows: ( Prdkrta) 

O lord of the monkeys (Sugriva)! Seeking to kill Ravana, why do you 
want to displease Rama, who wishes to kill him himself, thinking that you are 
pleasing him? (152) 
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Here too, with the sense of prohibition in the word ‘hint, through plain 
speech Jambavan stops Sugriva who is setting out to kill Rdvana But the rea¬ 
son is presented in a supporting manner - What is this? In the intention of 
pleasing Rama, you have begun an action that will displease him.’ Hence this 
vidhi-aksepa through ukti which is anukula is called rodha 

In vidhi itself, through yukti, opposing and supporting, it is as follows: 

I wish to say ‘Go’, which will please you; but the words ‘Don’t go’ come 
out of my mouth, wishing for what will please me. What can I do? (153) 

Here, having said these words, the remark 'kim karomi is made in 
support. Here, even though the word kim is interrogative in sense, by yukti 
(deviously), prohibition is conveyed. So this anukula Vidhi-aksepa conveyed 
through yukti is called rodha. The same (verse), interpreted as a rude retort, 
becomes rodha in the form of pratikula vidhi-aksepa, conveyed by yukti 

Through yukti, in nisedha, opposing, it is as follows: ( Prdkrta) 

The village is full of young men; it is spring; there is youth (in her); her 
husband is old; and there is old ale. Being free she must not become un¬ 
faithful. Should she die then? (154) 

Here, the one who voices the prohibition, ‘must not be unfaithful’, is 
being stopped, by stating the reasons such as ‘the village is full of young 
men’, and questioning in defiance, Then should she die?’ There the 'kim' 
which has the sense of interrogation, filled with displeasure by the intona¬ 
tion, indirectly <yuktya> conveys the sense of negation. So this pratikula nisedha- 
aksepa conveyed through yukti, is called rodha 

Through yukti itself, in nisedha, anukula is as follows: ( Prdkrta) 

Why will not her waist thin down, deprived as it is of her glance, by the 
heavy bosom which obstructs the range of her eyes which are like petals of 
the blue lotus? ( 1 55) 

Here, the person who is forbidding the thinning of the waist, asking it 
to remain robust like her bosom, is being stopped by someone in support 
(of the action of the waist). 
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‘How will it not thin down, which does not win even a glance from her 
lotus-petal eyes, obstructed in their task by her heavy bosom? She looks at 
others with these eyes but not at me. The waist too seems to be reducing like 
that poor me. There, in the questioning sense of‘Am’ the sense of negation is 
seen. So this ni$edha-ak$epa, conveyed through yukth which is anukula is called 
rodha 


In nisedha itself, conveyed by ukti, both anukula and pratikula it is as 
follows: 

The brow has been knit; having leant forward the face has been with¬ 
drawn; uncivil words too have been uttered. This is overbearing behaviour. 
Even a person who is not given to anger is driven to anger. (156) 

Here, ‘one who is not angry is made angiy is reproach taking the form 
of denial and protest After putting forth the reason in the pratikula manner in 
the rudeness of‘brows knit’ etc., the reproach is conveyed in the words them¬ 
selves, in ‘this is haughtiness, that forces it’, by intonation. Therefore this is 
the nisedha-aksepa which is pratikula, conveyed by ukti, called rodha 

If the same is not her rude speech, it would be a description of the 
appearance (of angry reaction), and so would become the anukula-nifedha- 
dksepa, through ukti, called rodha 

When, even after the reason has been put forth, the person beginning 
the action is not stopped, it is merely aksepa, not rodha 

That is as follows: (Prakrta) 

The breeze fragrant with the kadamba flowers has been lived through 
(lit despatched); the sky darkened by heavy clouds has been viewed; the 
sound of thunder too has been borne. (Now it is autumn;) yet his attachment 
to life is not (revived). (157) 

Here, even in the presence of the reasons for making an effort to live, 
viz. ‘enduring the breeze from kadambawoods is over’ etc., it is not the person 
who is setting out on tasks who is being stopped by the question, Why does 
he not live?’ It is the reason (for making an effort to live) itself that is being 
negated in, ‘Even then he makes no effort to live.’ So this is mere dkyepa not 
rodha 


In obstructing one commencing an action, when the reasons given serve 
another (opposite) end, it is not rodha For example: 
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Much wealth can be earned; your comfort and safety on the road is 
assured; nor is there any fear for my life. But Beloved, do not go. (158) 

Here, even though the dear one setting out on travel is being stopped, 
the reasons such as gain of wealth in abundance, support departure instead 
of preventing it. So this is not rodha, but is merely aksepa. 

15. Arthantaranyasa 

69. That should be recognised as arthantaranyasa where, after present¬ 
ing something, something else which can corroborate it is presented. 

70. It is expressed by the learned through similarity between the things 
presented, or difference, and in places, in reversed order (presenting the 
corroboration before presenting the matter to be corroborated). 

Among them, through similarity it is as in: 

These clouds remove the suffering of creatures. For noble ones come 
into being to relieve the sorrow of others. (159) 

Here, after presenting the great entity called cloud which can remove 
suffering, the writer provides corroboration through the similar action of 
another entity, by presenting the great man who accomplishes the same 
task. So this is arthantaranyasa based on similarity. 

With difference it is as in: 

The garland strung by her dear one and hung on her ample bosom in 
the presence of her rivals, a certain woman never took off, even though it was 
drenched by water. For value lies in love, not in things. (Hit)) 

Here too, the lover himself having placed the garland on the beloved’s 
bosom, the reason for its not being discarded even with the blemish of drench¬ 
ing with water, has been presented as love, i.e., through vaidharmya (and not 
by adducing a similar matter). Hence this is arthantaranyasa through vaidharmya. 

In viparyaya (reversing the presentation) it is as follows: ( Prakyta ) 

Whoever is dear to one’s heart gives joy even while causing pain. Even 
when hurt by the nails of the dear one, the thrill of the breasts grows. (KSl) 
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Here the corroborating matter is presented first and after that the thing 
which is to be corroborated. Because of this ‘reversal of order’ this is the 
arthantaranyasa named viparyaya. 

(1) Ubhayanyasa 

7 1. That which is called ubhayanyasa, is mere arthantaranyasa. Pratyanika- 
nyasa and pratikanyasa are the same. 

Of those, ubhayanyasa is as follows: ( Prakrta ) 

Rare are the good men who, without proclaiming, complete their works. 
Few again are the trees which, blossoming unknown, yield their fruit (102) 

Here, even though the idea to be corroborated and the corroboration 
are there, this has not been stated. Instead the two have been presented 
(independently). So this is ubhayanyasa. 

(2) Pratyanlka-ny&sa 

Pratyanlkanyasa (mutual enhancement) is as follows: [Prakrta) 

Rare are the people who, like the clouds, help others and move ahead 
without expectations; few are the people who waste away in their absence, 
like the river streams (unable to return the help). (163) 

Here, the departure of those who do not expect any help in return for 
the help done, and the dejection of those who have not been able to return 
the help - presenting this pair in the cloud and the river stream, which en¬ 
hance each other, is pratyanlkanyasa. 

(3) Pratlka-nydsa 

Pratikanyasa (corroboration through a representative part) is as follows: 

What to speak of aiming with the arrow! By the mere twang of the bow¬ 
string from afar, sounding like the deep roar of the bow, he removes 
obstacles. (164) 

Here, presenting (the corroboration of) the obstacle-removing capacity 
of the act of releasing the arrow in the accomplishment of the same by its 
first part, namely, the twang of the bow which sounds like a menacing roar, 
this verse expresses the arthantaranyasa named pratikanyasa. 
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16. Visefo/cti 

7 2. (Apparently) pointing out a vaikalyam (defect, lack, absence) in qual¬ 
ity, class, action etc., just for the purpose of highlighting the ^'^(distinction/ 
excellence belonging to something) is called visesokti 

73. With the reason for the distinction being expressed or implicitly 
given, and sometimes, even without pointing out a defect, it can be accom¬ 
plished. 

By (showing) the defect in quality it is as follows: 

Neither hard nor sharp was the weapon possessed by the Flower-bowed 
(Madana ). Even then the three worlds did become conquered by him, (165) 

Here, as the flower-bowed conquers the three worlds with a weapon 
which is not sharp or hard, his great power is perceived. So this is visesokti 
employing the defect in quality (for its purpose,) in which the reason for the 
distinction (possessed by the subject) is implicitly perceived. 

By (showing) the lack of class it is as follows: 

Not a celestial damsel, not born in the line of divine musicians, she is 
yet capable of breaking the austere penance of the Creator himself. (166) 

Here, even without being a celestial damsel she can disrupt the pen¬ 
ance of the Creator himself - from this her great beauty is perceived. So this 
is visesokti employing a lack of class (i.e., the class of superior beings), in 
which the reason for the distinction is implicitly perceived. 

By (showing) the absence of action it is as follows: 

Your Highness’ brows were not knit; lips did not quiver; eyes did not 
become blood-shot; and the whole clan of foes was vanquished. (167) 

Here, even in the absence of the knitting of brows etc., the conquering 
of the enemies takes place. In this the great might of the person being de¬ 
scribed is perceived. Hence this is the visesokti employing the absence of 
action, in which the reason for distinction is implicitly perceived. 

Because of the inclusion of adi (in the definition), by (showing) the 
absence of dravya (thing) [which is not ruled out], it is as follows: 

No chariots, no elephants, no horses and no soldiers on foot By the 
sidelong glance of women alone all the three worlds are conquered. (168) 
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Here, even in the absence of chariots etc. the worlds are conquered 
and the sidelong glances of women accomplishing this is stated. So this is 
visesokti employing absence of dravya, in which the reason for distinction is 
expressed in words. 

By (showing) defect in the thing (which is present) it is as follows: 

His chariot has a single wheel; the driver is limbless; the horses are 
odd (in number); even then the fiery sun pervades all the three worlds. (169) 

Here, even though there is defect in the items like the chariot etc., such 
as having only one wheel, the control of the three worlds by the sun god 
takes place and his fieiy splendour is mentioned as the reason. Hence this is 
another visesokti named vaikalyavad-dravya (with shortcomings in substance), 
in which the reason for distinction is stated in words. 

Through something being attained or not attained too, sometimes this 
(visesokti ) serves to show the distinction or ordinariness (of the attainer/non- 
attainer). 

For example: 

‘Due to the shaking of the chariot this shoulder was struck against by 
her with her shoulder. In this body this one (part) has merit All the other 
limbs are a burden for the earth.’ (170) 

Here, ‘this shoulder which was touched by her has merit, and the rest 
of my limbs which were not touched by her are useless’ - this distinction 
(merit) is shown even without showing a lack (in the shoulder); so even with¬ 
out the reason for the distinction (being present in the limb), it is made with 
a reason, resulting in the said visesokti But whatever is gathered about the 
excellences in Urvas% from this statement, is parydyokti, not visesokti 

1 7. Parikara 

74. The elaboration/amplification/embellishment of the action, the 
doer, related entity, purpose, example, or theme/substance, by supplementing 
the verb or some other part of the expression, is called parikara by the learned. 

Of them the amplification of the action <-kriyaparikara> is as in: ( Prdkrta ) 
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Having offered his efforts (to help Rama), he ( Vibhisana) was embraced 
so hard by Sugriva, whose joy was confirmed by the reassurance from Hanumdn 
<maruti>, that the bees in the garland ofwildflowers on his chest were crushed. 

(171) 

Here, as the act of embracing is supplemented and embellished by 
‘with the joy coming from the reassurance afforded by Maruti' and ‘crushing 
the bees in the garland of wildflowers on his chest’, this is kriyaparikara. 

The amplification of the doer <karakaparikara> is as in: (prakrta) 

Sita (lit, daughter of Janaka ) fell with her left breast pressed down (on 
the ground), and the right raised aslant, and her pale cheeks filling out, re¬ 
leased from her limp hands. (172) 

Here, in ‘released from the grip of hands, the pale cheeks filling out’ 
and ‘with the left breast pressed down and the right raised aslant’ qualifying 
Janakasutd, since the word indicating the doer is being elaborated, this is 
karakaparikara. 

Embellishment of a related thing <sambandhi-parikara> is as follows: 
{Prakrta) 

As the mountains were uprooted, cut off (from the plains); as they were 
lifted up, pouring straight down; as they were carried away, lengthening, the 
river streams began to follow their course. (173) 

Here, the river streams related to the mountains which are being borne 
away (the subject of description), even though of no relevance (to the story), 
are being embellished by descriptive phrases. So this is sambandhi-parikara. 

Elaboration of the point to be made <sadhyaparikara> is as follows: 
[Prakrta) 

Sorrow steals away courage, the arrogance of youth humility, and love 
shame. Advancing age, having grasped this truth in solitude - what remains 
for it to secure? (174) 

Here the idea to be established <.sddhya> is - ‘For a man whose youth 
has departed there is no courage, no humility and no shame’. This is 
elaborated with the instances of sorrow, youthful arrogance and love. So this 
is sadhya-parikara. 

Elaboration of an example < drstanta-parikara > is as follows: ( Prakrta ) 
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And the ocean-circle is diminishing (in water), overflowing the shores, 
as the mountain ( Mandara ) stays in the middle, like the wheel of immense 
axle which has slipped from the racing sun-chariot and fallen down. (175) 

The wheel of the sun’s chariot which is the example for (visualising) the 
ocean into which the Mandara mountain has been hurled, is further described 
with ‘of immense axle’, for strengthening the similarity. So this is drtfanta- 
parikara. 

Elaboration of the main subject <vastuparikara> is as follows: 

‘Goddess has given birth to a son. Dance, O ganasl Why are you stand¬ 
ing?’ Saying this, as Camunda, with outstretched arms embraced the pair, 
Bhrngiriti , with their bodies coming together, the sound emanating from the 
hard bones striking each other, deeper than the rumble of the gods’ drums - 
may that sound protect you. (176) 

Here, the sound arising from Camunda s embracing Bhrngiriti with the 
bones on their chests striking against each other, taken up as the (holy) 
subject, is supplemented by ‘Goddess has given birth to a son’ etc.. So this is 
vastuparikara. 


(1) Another Kriyaparikara 

75. Just as it is distinguished further by compounds, the verb is distin¬ 
guished through krt or taddhita forms (affixes added to roots and substan¬ 
tives, respectively, to incorporate more sense). So that is another kriyaparikara. 

There, through the krt form, conveying the intended action, it is as in: 

Having left home to bring water from the stream, you do not come 
back. Saying ‘I shall bathe’, you stay in the creeper bowers on the Yamuna 
bank. Gone to fetch the cows for binding, you enter the woods on the 
Govardhana hill. O Radha! You have not fallen into the view of Kr$na 
<devakinandana>. (177) 

There, through rules such as ‘tumunnvulau kriyayam kriyarthayam' (sanc¬ 
tioning the affixing of tumun or nvul to the verb root expressing the action 
intended to be done, in construction with the main verb), even though the 
main verb becomes an upapada (i.e., auxiliary), it is this which is distinguished. 
Thus this is another kriyaparikara. 
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In the indication of the action accompanying and characterising the 
action (or relating to it otherwise) through the affixes satr etc., too, it 
(.kriydparikara ) can be observed. 

With avyaya (indeclinable), it ( kriydparikara through indicating the ac¬ 
companying, characterising action) is as follows: 

Playfully putting on her floral ornament, closely strung with creeper- 
leaves, his beloved, breasts pressing, pushed him with her heavy rounded 
hip. (178) 

Here, since the sense is, ‘he was pushed by her, pressing with her breasts’, 
this ( stanopapidam ) becomes an adverb (serving nunude, adding the action 
which accompanies and characterises the pushing). Hence this too is kriyd¬ 
parikaraL 

Similarly, examples should be observed of ‘ yathavidhi-anuprayogd etc.. 
[When a verb is repeated in the imperative mood to denote frequency, the 
ensuing (main) verb should be from the same root e.g. lunihi lunihityevayam 
lunati] 

It is plain now that fullness of expression is accomplished also byjoin- 
ing the description with the action [yielding a compound which contains the 
complex sense of the action as well as its manner]. 

For example: 

Travellers sleep wretched sleeps in the shade of trees by the road. In 
the temples of Siva <srlkantha-dyatanesu> pious men sit camel-seats. O friend! 
Under a tree in the arbour, in the summer afternoon, in solitude, in the 
seeking out of their lovers by adorned women, lies the moment of pleasure. 

(179) 

Here, by the two (phrases) ‘camel-seats are sat’, ‘wretched-sleeps are 
slept’, the general as well as specific form of the action is conveyed by the 
nvul (affix) itself (briefly). The two verbs ( sayyante, asyante) convey the general 
sense (of sleeping, sitting) and the two nra/-ending words ( hatasayika, ustrdsika), 
the specific manner. Here the plural number is used for expressing con¬ 
tempt and great number. The many ungainly postures taken up by a camel 
on its chest and the many wretched stretchings out by wretched ones serve 
to describe the sitting and stretching (of people in temples and on the 
roadside). 
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So dsika and sdyikd are conveyed by using the plural, in the verbs also, in 
keeping with the identity-in-difference arising from the upamdna-upameya 
relation [between sitting postures of camels and those of people, for instance]. 
Therefore, the purport of the sentence is, ‘sitting postures in the manner of 
camels and stretchings out like those of wretched ones are executed.’ So this 
is the above-said kriya-parikara (served by the adverb being joined to the 
verb). 

Sometimes the description of the action is through an external ele¬ 
ment, whether in the krt (root-derived) form or in a form prescribed in 
connection with an action <krdartha>. 

For example: 

Dear friend! A hundred times he has been spoken to in harsh words; a 
thousand times, prostrate at my feet, he has been pushed away with strikes of 
the feet; how many times I have knit my brows at him I know not. Even then 
the rascal does not stop troubling me for a moment (180) 

Here, in varan, the word vara is a krdanta (root-derived form). Since it is 
enjoined to be affixed to the number in counting the repetitions of an action, 
the krtvasuc affix (the krtvah in kiyatkrtvah) is a krdartha, i.e., serves the sense of 
the verb. Both these, indicating ‘repeatedly’, become adverbs. 

In that case, since they are adverbial, ustrdsika etc. as well as vara etc., 
would be in the neuter gender, besides being in the accusative case, like mrdu 
pacati, prasasiam pathati 

The answer is - adverb functions in three ways - bdhyam, dbhyantaram 
and bdhydbhyantaram (staying outside the verb/action, fused with it, both). 
The bdhyam takes the form of the object- vara etc.. The dbhyantaram takes a 
specific/unusual form - ‘ustrasikd etc.. The bahydbhyantaram takes the form of 
quality - ‘mrdrf etc.. 

Of them, the bdhyam adds to the main verb/action without giving up its 
own form on account of any [adjectival?] relation to a noun <abhidhd> result¬ 
ing in identity ‘that/such (is) this man’. How can it give up its gender? The 
dbhyantaram which takes on gender and number (dsika) before taking in the 
particular (ustra) - how can it take up some other gender? Since the 
bahydbhyantaram expresses quality which does not have a gender of its own, 
following the rule, ‘words expressing quality take the gender and number of 
the thing qualified’, it takes up only the gender of the thing being qualified. 
\mrdu would describe the Final state of the object on which the action has 
taken place?] 
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(.Kriyaparikara) through the taddhita (noun-attached) ‘ krtvasud affix has 
been described. Now it is described through affixes like that 

For example: 

Stopping again, with fear-stilled eyes, turning their neck just a little, not 
swallowing the mouthful (of grass), lifting their tear-dewed faces, the rows of 
deer are looking up at the sky again and again, so that the tears are rolling 
down from the tips of their horns. (181) 

Here, the first thal indicating manner (in tatha), with the taddhita ‘asakrt’ 
in the sense of ‘many times’, along with the particulars about the action 
expressed by the compound valitagrivam (‘with neck turned’), the indeclin¬ 
able kimapi (‘slightly’), the krt sthitvd (‘standing’), and the muhuh (‘again’) 
indicating the repetition of the action, modifies the verb pasyanti (‘are look- 
ing’). 


The second ( thal of yatha) in l yatha bhraman nayanodakam nipatatf, with 
the action of falling (in nipatati), further characterised (as rolling) through the 
satr affix (by bhraman ), supports the sense of the same earlier verb [pasyanti ), 
adding to it. Therefore, even though krt and taddhita forms, and compounds 
and indeclinables, are all there in this kriyd-parikara, because of. the 
prominence of ‘yatha tathd\ it is mainly expressed by the taddhita {thal). 

By this the viparyaya (reversed order) of tat-yat and their (verb-) modi ly¬ 
ing role are explained. For example: ( Prakrta) 

As the night is approaching its end, the image of the moon-orb, cast on 
the trembling waves, is swaying, as if it were the ocean’s heart, perplexed as 
to what should be done. (182) 

Here, the expression of vipsa (continued connection) which is another 
descriptive task performed by yatha and tatha is seen. The kriya-parikara (em¬ 
ploying thal?) of the form, ‘it is in this manner’, should be observed. 

76. Some like the amplification of action in sambodhanam (address) 
also. The defining characteristics (expressed by the third case) and other 
senses (served by the third and fourth cases?) are shown by the related phrases 
themselves. 

Of them, sambodhana-parikara is as follows: 
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O Banner celebrating religion! You whose stream is the garland on 
Siva s crown! Wife of the ocean! Daughter of Jahnul O Bhagirathil I pray to 
you. Let my life breath depart while my body is lying on the rock near your 
waters, is being fanned by your waves, is chanting your name and has its eyes 
fixed on you. (183) 

Here the term of address, Bhagirathi, is being embellished by the words 
‘banner celebrating religion’ etc.. The sense, although expressed variously, 
does not step beyond the adverbial function (of amplifying the action of the 
goddess in each epithet?) Hence this too is kriyd-parikara. 

Laksana-parikara (defining a distinguishing mark through the third case?) 
is as follows: 

Friend! Tell me where that beautiful woman exists, who bears great 
heavy hips, whose bosom is high with breasts resembling huge elephant- 
temples, and whose face is marked by long, bright and ever moving eyes. 

(184) 

Here the distinguishing features (of a woman’s form) like ‘hips’ are 
embellished by Very heavy’ etc.. Hence this is laksana-parikara. 

Hetu-parikara (expressing cause through the third case?) is as follows: 

Because of you the worlds are fair; but the words men speak of you are 
vile. Because of you the people are protected; but uncared for, you are su f¬ 
fering. (185) 

Here the causes expressed by tvayd and tvayd in the first and third 
quarters, are being amplified by the second and fourth. So this is hetu-parikara. 

Sahartharparikara (amplifying the sense of‘with’ served by the third case?) 
is as follows: 

Owner of beautiful thighs! Would your heart prefer to walk with him, 
that youth, that king, in the long line of gardens swaying in the breeze from 
the waves of Sipra ? ( 1 8(5) 

Here the word ‘ anena\ serving the sense of‘with’ (him), is supplemented 
by the words ‘ yuna and ‘ parthivend . So this is sahartha-parikara. 

Tadarthyarparikara (amplifying the purpose expressed by the fourth case?) 
is as follows: 
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This king possesses a form dark as the blue lotus; your slender frame is 
fair as rocancu Let your union, like that of lightning and cloud, enhance each 
other’s beauty. (187) 

Here ‘anyonyasobhaparivrddhaye (in the fourth case) conveying ‘for that 
purpose’, is elaborated by the sense of the other words. So this is tadarthya- 
parikara, 

Upapada-parikara (amplifying the recipient of prayer etc., indicated by 
the fourth case and conjoined with the action?) is as follows: 

Salutations to you, Siva, lord of the three worlds, manifester of all ma¬ 
terial forms, benefactor of the earth, causing the sustenance, destruction 
and origin of the universe, the essence of all, the vanquisher of Madana through 
your anger. (188) 

Here, in ‘ namastubhyam , the sense (namely, Siva), conveyed by the 
upapada, is elaborated by all the other words. So this is upapada-parikara, 

(2) Parikara According to Others 

77. Others consider that as parikara in which the similarity in upama, 
rupakam etc. is brought about by manipulating the words or sense, or both. 

There, accomplished through words in upama, it is as follows: ( Prdkrta) 

How the poet strives to compose his words, inspects style, falls into 
error, and with difficulty succeeds in reaching his sense, like the thief (who 
takes waiy steps, looks for the way, enters through the weak place (in the 
house], and with difficulty reaches his fortune)! (IBP) 

Here, by placing the words pada, mdrga and chedya, having a pair of 
different meanings each, in the common actions of 'viracana etc., a curious 
similarity has been established between the poet and the thief. Hence this is 
the aupamya-parikara accomplished by the words selected. 

That accomplished through the sense, in rupakam, is as follows: ( Prdkrta) 

On the vast ocean of the sky, churned by the sun as by the Mandara- 
mountain over the day, the wine-like evening emerges, and in its wake, like a 
pitcher of nectar, the moon. (I poj 
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Here, the sky is conceived of in the image of the ocean. The things - 
sun, evening and moon, on one side, and on the other, the Mandara moun¬ 
tain, wine and the pitcher of nectar, are compared with each other, by plac¬ 
ing them in the action of churning etc.. Thus the similarity is created in 
conceit. Hence this is rupaka-parikara based on sense. 

Accomplished by both (expression and import) in virodha and s'leya, it is 
as follows: ( Prakrta ) 

Adorning themselves with lotus stalks and covering their large breast- 
pitchers with lotus leaves, even when united with their beloveds, the young 
womenfolk are embellishing themselves for love (or seeking remedy for the 
torment of love). (191) 

Here, fitting together the two conflicting senses in ‘even in union with 
the beloved, preparing for love (or attending to the torment of love)’, the 
young women sporting in the water have been described with the given phrases. 
The amplifying involves both word and sense. So this is ubhayakrta-virodha- 
s'lesa-parikara. 

In this manner ( parikara ) must be observed in other alankaras also. 

(3) Ekavali 

78. The one called ekavali- that too is not very different from parikara. 
Based on word, sense or both, that too is threefold. 

There the Sabda-ekavali is as follows: 

Look! The Payosni river bears water which cleaves the mountain, is pure, 
conquers hell, is revered and is deep, like hari (Indra ), like hari ( Viynu ), like 
hari (lion). (192) 

[(i) Indra clipped the wings of mountains, and protects with his thun¬ 
derbolt; (ii) Visnu conquered the demon Naraka ; (iii) the lion kills many 
elephants.] 

Here, through the ‘harimiva harimiva harimivd sabda-ekavali (string of 
repetitions of one word) having different interpretations, payah, the object of 
the sentence, is amplified. So this sabda-ekavali is but a variety of parikara, 

Artha-ekavali is as follows: 
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Why do these tresses remain untended? Why are the eyes without 
collyrium? Why are not leaf patterns painted on the cheeks today? Dear 
friend, why is this, this and this item of decoration languishing in the hands 
of your friend, unremembered by you? (193) 

Here, with the ariha-ekavali (string of repetitions of one sense) built up 
by the pronoun ‘ ay am, ayam, ayarri, indicating the items needed for the al¬ 
ready mentioned (beautification of hair etc.) or others of the same kind, 
‘paricchada in the nominative case, is amplified as if in an unbroken sense. 
So this arthaikavall is again a variety of parikara. 

Ubhayaikavall (repeating word and sense) is as follows: 

Mother is pleased neither with me nor with the daughter-in-law; she 
too neither with mother nor with me; I too neither with her nor with her. O 
King! Tell me. Whose fault is this? (194) 

Here, the references - mother, daughter and the person speaking - are 
linked consecutively only through the pronouns denoting them, which are 
linked consecutively in the order of an ekdvali, and thus the action of the verb 
tusyati (is pleased) is amplified by ‘ mayd etc.. Since this is strung together by 
both (word and meaning), this is ubhaya-ekavali, which is only a variety of 
parikara. 


18. Dtpakam 

79. If a phrase indicating action, class, quality or particular thing, sta¬ 
tioned in one, serves all the statements (expressed in the verse), it is called 
dtpakam. 

80. Arthavrtti, padavrtti, ubhaydvrtti, avail, samputam, rasand, mala and 
cakravala are Its variations. 

Of them, dipakam through a verb in the initial (statement), is as follows: 

In the gardens on the shores of the four seas wander your elephants, 
and in the bowers of the Cakravala mountain your kunda-bright glories. (195) 

Here the verb caranti (expressing the action) is serving both the state¬ 
ments, even though staying in the first quarter. So this adi-dipakam is de¬ 
scribed as kriydvifayam. Similarly {kriya-dipakam) stationed in the middle (be¬ 
tween the statements or in the second among three statements), and that 
kept at the end (in the final statement) should be observed in examples. 
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Dlpakam through a class-name in the initial (statement), is as follows: 

The southern breeze is wafting away the withered leaves of the creep¬ 
ers. And the same is abating the anger of beautiful women. (196) 

Here ‘pavand (breeze) in the first quarter is a class name. So this 
adidipakam is called jativisayam. Similarly examples of madhya- and anta- {jdti- 
dlpakam ) can be observed. 

Through a word indicating quality in the initial (statement), it is as 
follows: 

Dark are the directions with rows of rain clouds, and the earth with 
lines of soft, freshly sprouted grass. (197) 

Here, syamalah (dark), the word conveying quality, is in the first quarter. 
So this adi-dlpakam is called gunavisayam. Similarly examples of madhya- and 
anta- [guna-dlpakam) should be observed. 

The adidipakam through a word indicating thing/individual is as 
follows: 

By Visnu taking giant strides the glories of the demons were driven 
away, one knows not where, and the fortunes of the gods fetched back, one 
knows not from where. (198) 

Here, Visnuna, the word indicating dravya, is in the first quarter. There¬ 
fore this adi-dlpakam is called dravya-visayam. Similarly, examples of madhya- 
and anta-{dravya)-dlpakam should be observed. 

(1) Arthavrtti and other Dlpakam Variations 

Arthavrtti is as follows: 

In this vernal month the lover delights for long in the mango 
(blossoms); finds pleasure in the bakula (flowers); revels in the breeze; and 
loves the sweet-cooing cuckoos. (199) 

Here, through the words ‘ hrsyatt , ‘tusyati‘module’, ‘prlyate\ the same 
idea goes round and lights up all the statements. So this is the arthavrtti type 
of dlpakam. 

Padavrtti is as follows: 
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The string of clouds is making the peacocks raise their necks; Madana 
<makaradhvaja> is filling the hearts of youths with longing today. (200) 

Here one word utkanthayati, being repeated in the two senses, udgrlvam 
karoti (makes them raise their necks) and utkanthavantam karoti (fills them 
with longing), is lighting up both the statements. So this is the padavrtti 
variety of dlpakam . 

Ubhaydvrtti is as follows: 

Triumph, O Lord! Creator of the world! Triumph, O God! Giver of all 
boons! O treasure-house of Veda\ Triumph, O Bearer of the beautiful moon 
on your head! Triumph, O Vanquisher of Madanal Triumph, O First Teacher! 

( 201 ) 

Here the word jaya along with its sense, being repeated, is illumining 
all the sentences. So this is the ubhaydvrtti variety of dlpakam. 

Avail is as follows: 

You are the sun, you (are) the moon, you (are) the wind, you (are) the 
fire, you (are) the water, you (are) the sky, you (are) the earth, you (are) the 
self too. As all these phenomena bearing different names exist within you, 
we do not know that thing which you are not. (202) 

Here, in the first half, the first series of Hvani - the word and its sense - 
is illumined by the verb ‘asi’ placed in the first quarter. Then in the third 
quarter the second person sense <yusmadartha> is repeated in a different form, 
viz. tvayi , and is connected with another verb. In the fourth quarter, again in 
the same form ( tvam ), it is linked with ‘bhavati which carries the sense of ‘asti. 
This repetition of occurrence, called avail, is only a variety of dlpakam. 

Samputam is as follows: ( Prakrta ) 

The bloom of spring roves on the new leaves of the asoka tree, circles 
on its branches, steps to its tips, and sets foot on the flower clusters. (203) 

Here the two words denoting things, asokasya and vasantalaksmi, fitting 
together like a samputam (box - one being the box and the other the lid), are 
illumining only (pairs of) connected attributes, navapallavesu and lolati, and 
so on. So this is the variety of dlpakam named samputam. 

Rasana is as follows: 
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In this place/season (lit here/now) the waters are blooming with lo¬ 
tuses; the lotuses are laden with fragrant nectar; the nectar is crowded by the 
clinging bee swarm; and the bee swarm too is buzzing with intoxication. 

(204) 

Here, in the pattern of a rasana (rope/chain), the statements ‘ salilam 
vikasikamalarri etc. are sequentially connected, and are being illumined by 
the dravya-dlpakam in the word Hhd which comes at the end of the verse in 
the sense of location. So this is the variety of adi \anta?\-dlpakam named 
rasana- dlpakam. 

Mdld{-dlpakam) is as follows: ( Prakrta ) 

Because of the autumn, the moon; because of the moon, the night; 
because of the night, the lily-clump; because of the lily-clump, the river bank; 
and because of the river bank, the swan fleet looks beautiful. (205) 

Here, the moon etc., serving as agents and causes (successively), tied 
together in the pattern of a garland, are being illumined by the verb ‘ sobhati 
(looks beautiful). So this is the variety of dlpakam named mala-dlpakam. 

What distinguishes this from the previous type? In the previous rasana 
instance, there is separation in several compounds, throughout. But here (in 
mala), each independent word, like a flower in the garland, is linked with the 
next by means of the verb (as by a string), and so this differs from that 

[In the rasana example each predication was contained in a compound, 
and the predicate became the subject of the next predication, as in a chain. 
In the mala example, the predication is by the verb ‘ sobhati which, like the 
common string, comes only once in the verse.] 

Cakravala{-dlpakam) is as follows: 

Entering the battle field, as soon as you strung your bow, listen, My 
Lord, to what was reached by whom - the arrows by the bow; the enemy’s 
head by the arrows; the earth by that (enemy’s head); you by that (earth); 
unparalleled fame by you; and all the three worlds by your fame. (206) 

Here, the particular action (conquest) introduced by the (preceding) 
action in ‘On your coming to the battlefield and fixing your bow’, and nar¬ 
rated briefly by the sweeping karaka use ( c yenayenayatyat samasaditam) in the 
second line, is widened in detail by the mala-dipakam like the cakravdla moun¬ 
tain. Hence this is a variety of dlpakam named cakravalam. 
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81. Presenting the expression <s'abda> or the matter <artha\ or both, in 
an order <paripdti>, is called krama. 

There sabda-paripati is twofold - of padam (word) and of vdkyam (sen¬ 
tence/clause). Of the two, the first is as follows: 

By her speech, smile and glance, full of playful charm, are vanquished 
the vallakl (lute), the kunda garland and the blue lotus clump. (207) 

Here, since the things, namely, speech, smile and glance, are described 
as vanquishing the other things, viz. the vallaki, kunda garland and blue-lotus 
clump, respectively, by listing the words denoting them in the same order, 
this is krama of the sabda-paripati type, which is based on padam. 

That based on vdkyam is as follows: 

The moon-curve on the head of Siva and the curved nail-mark on the 
breast of Pdrvati- may these two, which are like each other, grant upliftment 
to you all - the pair which, when their two bodies become one, bears similar¬ 
ity to the pranava (om) splitting into two halves, one becoming the object of 
reflection in the urdhvadvara (on the head) and the other, of meditation in 
the heart. (208) 

Here, ‘the moon on the head of $ivd and ‘the arched nail-mark on 
Pdrvati s breast’-these two groups of words conveying one connected sense 
each, are respectively linked with the other two word-groups conveying the 
purport of the sentence, viz., '{pranava) reflected on in the urdhvadvara' and 
‘meditated on in the heart’. So this is sabda-paripati krama which is based on 
vdkyam, 

Arthaparipati{-krama) is twofold - pertaining to kala (time) and concern¬ 
ing desa (place). 

Of the two, the first (based on kald) is as follows: 

In that city (lit. where) there are play-lotuses in the hands of new brides, 
their tresses are decked with freshly open kunda buds, the glow of their face 
is whitened by pollen from the lodhra flowers, on their braids there are new 
kurabaka blossoms, on their ears beautiful sirisa flowers, and on their fore¬ 
heads the nipa flowers which bloom on your (the cloud’s) arrival there (i.e. at 
the beginning of the rainy season). (209) 
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Here, the description of the objects in “haste lilakamalamalakam 
balakundanuviddhani etc., follows the sequence of the seasons - autumn etc.. 
So this is the artha-paripati krama based on kala. 

The second one (based on des'a), is as follows: 

May God protect you all - the destroyer of the demon {Bah), adopting 
the Trivikrama form, (covering the earth, sky and the netherworld with three 
strides), on whose form expanding all at once, the sun’s orb became the 
gleam of the gem on his head, the brightness of the beautiful rings on his 
ears, the glitter of the Kaustubha jewel on his chest and the likeness of the 
navel lotus on his abdomen. (210) 

On the occasion of Visniis <vaikuntha> assuming the infinitely expand¬ 
ing form of Trivikrama, in the regions of his frame identified as head, ears, 
chest and abdomen, the sun’s orb takes the likeness, respectively, of the 
crown gem, earring, kaustubha jewel and the navel-lotus. So this is artha-paripati 
krama, based on des'a (place or region). 

Ubhayaparipdti ( krama ) is twofold : sabdapradhana (expression-predomi¬ 
nant) and arthapradhana (import-predominant). 

Of the two, the first is as follows: ( Prakrta ) 

Pushing the lotus into the mire and throwing the blue lily into the 
pond, the bimba fruit has been scattered on the tangle of creepers, and the 
moon banished into the sky, through her hands, eyes, lips and face. Has the 
Creator left all his creation in that charming woman (/ Lilavati)'? (21 1) 

Here, the lotus, the blue lily, the bimba fruit, and the moon being van¬ 
quished by the hands, eyes, lips and face, respectively, is expressed in the 
s'abda-paripati itself, in pushing the lotus into the mire, throwing the blue lilies 
into the pond, scattering the bimba fruit on the bower of creepers, and ban¬ 
ishing the moon to the sky, taking the bases/locations higher and higher. 
But the actions differ in the grades of‘giving up’, so the arthaparipati is subor¬ 
dinate. Hence this is krama ok the sabdapradhana, ubhayaparipdti variety. 

Arthapradhana {ubhayaparipdti-krama) is as follows: 

O goddess Gahgdl Purify us with your glance. O Mother Yamunal Show 
yourself again. O Father Prayaga ! Bless us with enquiries. Sir, Sacred Banyan! 
Do think of me. We desire a glimpse of that bearer of pearl-strings, sword, 
ear ornament, and broad shoulders, chest and arms, that lord of Avantichy, 
(. Bhoja, who is) your human incarnation. (212) 
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Here, the arrangement of the prayer to Ganga, Yamuna , Pray ago, the 
banyan tree, and the lord of Avanti city, keeping their order of importance, 
turning to each with a distinct request, ‘O Goddess, purify with your eyes; 
Mother! Let us see you again; Father, bless us with enquiries; Sir, think of 
me.’, and concluding with, ‘Your very human incarnation, the lord of Avanti, 
do we wish to see.’, is fashioned into an arthaparipati In that the sabda-paripafi 
in "Ganga, Yamuna, Prayaga, nyagrodhd , and ‘pearl-string, sword, ear-ring, broad 
chest-shoulders’, incorporating the relation of upamana-upameya, becomes 
subordinate. Therefore this is krama of the arthapradhana, ubhayaparipati 
variety. 


20. Pary ay a 

82. (The employment of) a pretext <misam>, round about speech 
<uktibhangi>, or the occasion <avasara> |in presenting the principal matter], is 
referred to asparyaya(- ‘in other words’) by the experts, whether it is nirakahkya 
(stating the intention) or sakdnkya (leaving it unsaid). 

Of them, nirakaiikyam misam is as follows: 

‘I have left my vallaki (lute) outside. It will be drenched by the dew- 
drops, I must quickly wrap it in the cloth-coven’With this excuse, one (friend) 
went away. (213) 

Here, in ‘one girl left under this pretext’, the intention is stated, so 
anticipation is avoided. Hence this is the paryaya variety designated as miyam, 
which is nirakanksarru 

The same ( mi$am ), when sakankyam, is as follows: 

That cuckoo is eating up the mango blossoms. I will drive it away. You 
two sit as long as you wish. (214) 

Here, since the intention is not stated as in ‘one girl left under this 
pretext’ [in the previous example], this is the paryaya variety called miyam, 
which is sakanksam 

Nirdkdhkya uktibhangi is as follows: 

‘O King! The princess is not teaching me. The queens too are silent. O 
you hunch-backed one! Feed me. O prince, hope all is well. O hetaera, I am 
not eating today.’ In this way, my lord, talks the parrot freed from its cage by 
a traveller, to each one it sees framed in a picture in the rooms of your 
enemy’s palace. (215) 
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Here, by this round-about expression, someone is describing the valour 
of the king who has devastated the city of his enemy. As the statement is 
complete, there is no anticipation (of any more explanation). So this uktibkahgi 
(accomplishing paryayd) is nirakdhksa. 

Sakahk^a (uktibhangi) is as follows: 

May the garland of skulls worn by the Lord of the worlds (i.e. Siva) give 
you peace - the writing in unfamiliar letters on which is read by his atten¬ 
dants, here and there, word afterword, thus - \Sivd) will create the universe, 
will sustain the earth, will be the lord of the waters, will be consumed by the 
serpents, will delight with lovers, will devour this world and will enjoy the 
heavens too.’ (216) 

Here, by this devious expression, is described the gloiy of Lord Siva 
<mahesvara> who does not end even when Brahma and others have vanished. 
And by the remark, Svhose writing in unfamiliar letters the ganas read halt¬ 
ingly, word after word’, anticipation is raised in this expression. 

In ‘Will create the universe’ it is like this. It is recalled, ‘For the Brahmas , 
when the group of four yugas (for man) has gone by a thousand times, it is 
one day - a Brahma with a life of a hundred years by this measurement will 
create the universe. And his skull will be the ornament of The Lord.’ 

In ‘will sustain the earth’ it is like this; It is recalled, ‘Hundred years of 
the Brahmas is one day* - in his lifetime as Purufa, measured thus, Vi$nu will 
sustain the earth. And his skull will be the ornament of The Lord.’ 

In the same way, in ‘will rule the waters’ etc., the reference to Varuna 
(responsible for the deluge), Vdyu (on which serpents live), Kama (controlling 
love), Yama (ending life) and Indra (enjoying the heavens) must be supple¬ 
mented. As the various details about Brahma etc. have not been directly 
stated in this manner, this is sakahkfd uktibhangi (accomplishing paryayd). 

The nirakdhksa avasara is as follows: 

Then, his heart tormented by those words of lament, as if by poisonous 
arrows, Madhu {Vasanta = Spring) revealed himself before the sorrowing Rati 
to share her grief. ( 217 ) 
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(Kamal) Where is that Friend of your heart, Madhu, who shaped your 
bow with flowers? Or is it that the fierce anger of Siva has sent him too to the 
fate of his friend? (218) 

These words of Rati s lament tugging at his heart, Vasantds coming 
forward to reveal himself does not anticipate any further explanation. Hence 
this is the paryaya variety which is nirdkdnksa avasara. 

Sakanksa (avasara ) is follows: ( Prdkrta ) 

‘Damodara (Krsna ) is a child yet’ When Yas'oda muttered words like these, 
the daily woman turned her glance on Krsna' s face and laughed within. (219) 

Here, when Krsna is brought into their conversation in the words, ‘even 
today Damodara is a child’, the seasoned dairy wife who knows his secret, 
fixes her eyes on his face and laughs silently. Since this reaction can give rise 
to several interpretations, like, ^our mother says you are a child; but you are 
roving in the bowers near the Yamuna river day and night with women like 
me who are well-versed in the arts of love’, it is loaded with dkankja. Hence 
this variety of paryaya is sdkdnk$a avasara. 

21. Atisayokti 

83. The description of a striking feature (in the subject), which goes 
beyond worldly limits, is atisayokti and it is the best of ornaments. 

84. It is usually built around qualities and actions. Nowhere is the 
exaggeration of dravya (entity) or jati (class) done. 

85. The one known as prabhdvdtisaya (exaggeration of effect) and the 
atisaya which is anubhavanatmaka (describing an experience), and the 
anyonyatisaya (one extreme pitted against another) - these are not different 
from atisaya . 

86. This ukti (mode of expression) called atisaya (hyperbole), honoured 
even by the Master of Speech <vdgisa>, is said to be the ultimate end/basis 
<pardyanam> of all the other ornaments. 

There, through exaggerating quality, mahattva-atisaya is accomplished 

as in: 

Wide indeed, O King, must be the lap of the three worlds, as the heap 
of your fame which cannot be measured, fits into it (220) 
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Here, in this manner, even the immense heap of fame is strikingly 
expressed through hyperbole, through which even the space within the three 
worlds is feared to be too narrow. So this is the variety of atisaya named 
mahattv atisaya (exaggeration of largeness). 

Tanu tv a-atisaya is as follows: 

‘O my beloved! Between your two breasts and hips, is a waist there or 
not? This doubt has not left me till today. (221) 

Here, in this manner, the extreme slenderness of the waist is expressed 
through exaggeration, going beyond the limits of common experience, rais¬ 
ing the doubt ‘Is it there, or not there’. So this is the variety of atisaya named 
tanutvatisaya (exaggeration of smallness). 

Kanti-atisaya is as follows: 

The abhisarikas (going out to meet their lovers), laden with mallika gar¬ 
lands, wet sandal covering all their limbs, draped in white silk, cannot be 
seen in the moonlight (222) 

Here, the excessive brightness of the moon is expressed, going beyond 
worldly limits. Since, mingling in it through similarity, even the abhisarikas 
are not visible, this is the variety of atisaya named kanti-atisaya (exaggeration 
of brilliance). 

Then what is the difference between this and pihitam ? We shall ex¬ 
plain. In pihitam, through exaggerating the moon’s brightness, the hiding of 
the abhisarika is conveyed. But here, through the hiding of the abhisarika, the 
exaggeration of the moon’s brightness is effected. 

Prabhava-atisaya is as follows: ( Prakrta ) 

Even the limb on which Rama did not place that recognition symbol 
(jewel) of his beloved - even that began to thrill uncontrollably as if it had 
been caressed by Sit a. (223) 

Here, the recognition of the beloved resulting in the reaction of 
excessive thrilling, is only a variety of kriya-atisaya, called prabhava-atisaya, 

Anubhava-atisaya is as follows: ( Prakrta ) 
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(This is that Suvela mountain), the hollow under whose base was not 
seen even by the lord of serpents who crushed the netherworld (with his 
weight), and whose lofty peak was not reached even by Hari, when he ex¬ 
tended his form for wresting the three worlds (from the demon Bali). (224) 

Here, Tts base was not seen even by the serpent Sesa, who cmshed even 
the netherworld; its lofty peaks were not reached even by Hari who Crossed 
the three worlds (in three strides)’ - by establishing its distinction (immense 
proportions) in these words, exceeding worldly limits, the (speaker’s) reac¬ 
tion to the sight of the mountain is expressed. This is only the experienced 
mdhatmya-atisaya which is called anubhava-atisaya. {This is not different from 
mahattvatis'aya seen earlier.] 

Anyonya-atisaya is as follows: ( Prdkrta ) 

‘Havana is unconquerable in war; and these gods too cannot be killed. 
The three worlds are falling into calamity.’ With this thought, Vibhlsana opened 
his lips and let out a visible sigh. (225) 

Here, ‘Havana is not to be conquered in w r ar; the gods being immortal, 
cannot be killed; and by the violence of their clash, all the three worlds will 
go to their destruction’. As it is the description of the extreme violence of the 
mutual action (of conflict) that requires this distinction (as ending the three 
worlds), crossing worldly limits, this is only kriyd-atisaya which is called 
anyonyatisaya. 


22. Sle$a 

87. When many meanings are conveyed by one word, that is called 
slesa. On the basis of the expressing word <pada>, the verb <kriya> and the agent 
<karaka> being different <bhinna> or remaining one <abhinna> (in the two senses), 
it is of six kinds. 

Of them, bkinnapada {slesa) is as follows: 

How can this dusk associating with the moon (lit shining one), the 
night-maker which travels in the sky (lit, star track), not be paining me, bereft 
of my dear one as I am? 

How can this man of vice, in league with the king who is a mine of 
faults and who does not tread the path of warriors, not be troubling me, his 
enemy? (226) 
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Here, ‘How can this pradosa, the first quarter of the night, not be pain¬ 
ing me, who am without my beloved?’ The rightness of this utterance is 
affirmed thus - ‘because of the form in which it is experienced. Associating 
with the moon/king. What kind of moon/king? The moon which brings the 
night/the king who is a mine of faults, which travels in the sky/who does not 
keep to the path of warriors. In this form.’ For the man of vice associated 
with the king who is a mine of faults and who strays from the sovereign path, 
certainly causes trouble to his enemy. Here, in the initial meaning related to 
the context, the second meaning which is out of the present context, is ac¬ 
commodated by breaking the words differently. So this is named bhinnapada 
slesa. 


Abhinnapada (slesa) is as follows: 

Rising over the eastern mountain, full of lustre, in a dusky circle, this 
moon wins the people’s heart with his soft beams. 

Rising in glory, possessing beauty, surrounded by loyal allies, this king 
wins the people’s heart with his gentle levies. (227) 

Here, ‘this rising moon wins the hearts of people’ - the rightness of this 
statement is affirmed (thus). With a red disk/with a ring of loyal men, rising/ 
rising in glory, with soft beams/levying light taxes, full of lustre/possessing 
beauty. The king who fits this description is undoubtedly the winner of the 
people’s heart Here too the contextual meaning being one, the meaning 
which is out of the present context, adheres to it As this happens without 
breaking the words differently, this is abhinnapada-sk$cu 

Bhinnakriya (slesa) is as follows: 

The songs of cuckoos, sweet, augmenting passion, soft, muffled with 
intoxication, stilling the eyes (of listeners), are heard; and the dark-eyed 
beauties, sweet, augmenting passion, delicate, cuckoo-voiced, muttering in 
intoxication, are embraced. (228) 

Here the two verbs ‘ akarnyanti (are heard) and ‘ slisyantd (are embraced), 
are related uniformly to all the paronomastic adjectives ‘ madhurd etc., leav¬ 
ing out, by turns, one of the two, ‘ kokilagiraK and 'asiteksanati, (which are also) 
naming the subjects qualified. 



|-qp ^tRqTT: I ifRfa f^TT: I 

^Tf^TcrrRTKrr i ft ^ 


^rgsf: qft-oek: 
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That is as follows: Are heard. What? The songs of cuckoos. Of what 
kind? Sweet, kindling love, and soft Again with what effect? Stilling the eyes. 
Stopping, bringing to rest, rendering motionless, by creating inner joy, the 
eyes. (The songs) which do this. For, anyone listening to sweet sounds has 
the movement of his eyes stilled. 

And are embraced. Who? The dark-eyed ones, deer-eyed women. In 
what condition? Muttering in intoxication, cuckoo-voiced, delicate, increas¬ 
ing love and sweet. This coalescence in two different verbs of word senses 
taking the same form, but used for different purposes, is called bhinnakriya- 
slesa. 


Abhinnakriya-slesa is as follows: 

The naturally sweet, affectionate, glances as well as messenger girls, 
proclaiming their great love, despatched by the beautiful women, ensnare 
their beloveds. (229) 

Here, into the single verb karsanti, both glances and messenger girls are 
brought in through the employment of paronomastic words. So this is the 
/^variety called abhinnakriya. If the question is asked, What is the difference 
between this and the first two?’ (ex.22G, 227), the answer is - there only one 
(meaning) is contextual <prakaranika> , whereas here both are (contextual). 
This is bhinnakaraka (with different agents) as well. 

Bhinnakdraka (s'lesa) is as follows: 

Her gait and braid reached equality with the naga (elephant and ser¬ 
pent respectively); her body and thigh with rambhd (celestial woman and 
plantain trunk respectively); her lips and hands with pravala (corals and new 
leaves respectively). (230) 

Here, one aspect (to be noted) is that, by assuming the identity of an 
object with its quality, the gait of the elephant is meant (by the word el¬ 
ephant). The similarity of the gait and braid with naga, i.e. the elephant and 
the serpent, the similarity of body and thigh with rambhd, i.e. celestial women 
and the plantain tree, the similarity of lips and hands with pravala, i.e. corals 
and new leaves, is accomplished through paronomastic effect, in the sub¬ 
jects described. Since this expression has several agents <anekakartrkatvdt> , it 
is bhinnakdraka-slesa. 


Abhinnakdraka [slesa) is as follows: 
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znf% ff ^‘Flftfq || (^S>) 

375f ‘t ^qTfafffT, W % ^fef%«sjFP7T ^fcT’ ^^FjPfcTW - ^Tl^n^Ffrnft 
4,0 'iIcJhNhI ^1^1% cFST ^1 ^MwqifdrHl ^T, ^T ^oFJ'WFTT cTFqi 

f3» : o[MT I FI vj|i|ilchchc|cbcMKr^chKch T^t ^frT I! 

33 . ^ifcl+H, 

^TlfWM ^ 3 P 2 PW 13 RTI 
ST^TN^Tt cTI ^Fg fsrfasi ^Tf^T f^: II ££ II 

^tsfq ^7^ II II 

cFJ vnfspEF^f W - 

■qra^T? '£ J j)P^i31T RgpF f^3fe3IT 
^?8| ^ 3J«l|$K3ft f^tf anfRTrfm 
fsraps 3jftW ^t?*t ^ # cfsrtoT 
ct ^ =F^3 TIM3T (333) 

fifin' ^ 

^ ^TT^WRt 3TT WTFt I 

^ H FI cRFRT 

cf ir ^ 3 '^poid^ ii] 

m '^TF'HNuIP^FFHIF WZR ^Hd ^Pi Ml<H^FFFTfWTR ^fsTdc3lf<< 

F^SrPFPH ^fFT ‘MlPl^ll 

3T^TT5RT W - 

<<HU|oird^ FftfFnr^Hj 

¥t? ^ w£\W{ ^TFT «prorm^diu|^|| (^) 

[WWfFFt ^#T t^FT ^ ^f^ll^l 
~PFT ^RTRt ^flelHT^ n] 

3T^T %»TT5FFTT ^ FFI ¥• HW1 cki eF P« HFFFTlfF^TH 'qjP^HJI 



^tc|£f: hR-c%^: 
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O sweet speaking one! Your glance which is black, white and red-tipped 
is also extending till the ear. (Your view, though attached to Krsna and Arjuna, 
is supporting karna.) Whose trust will it win? (231) 

Here, ‘O sweet speaking one! Who will have faith in your glance?’ - the 
rightness of this question is brought out through ‘black and white and flushed, 
as well as stretching till the ear’ [i.e., enticing]. [Or,] Attached to Krsna and 
Arjuna, how can it take the side of Karna ? And with this double loyalty, who 
will have trust in it? Since this has only one agent (i.e., her glance), it is 
abhinnakaraka-s'lesa. 


23. Bhavikam 

88. Stating one’s intent/purport, or presenting it in another form, or 
disguising it - bhavikam is known to be of three types. 

89. In our opinion udbheda (disclosure) does not exist (separately) since 
bhavikam is there already. That ( udbheda ) too is said to be of three types, 
namely vyakta (explicit), avyakta (veiled) and ubhaya (i.e. vyaktdvyakta). 

There, among the varieties of bhavikam, stating one’s purport is as fol¬ 
lows: ( Prakrta) 

If you want to see me alive [not consumed by anger], then teach me 
that anger whereby-on seeing him (the offending lover], even the uncontrollable 
brow will not be knit; on being addressed, silence will not be resorted to; on 
his being brought by the friend, I will not be agitated. (232) 

Here, since one’s displeasure is expressed by talking about the gestures 
of‘knitting the brow’, ‘not speaking’ and ‘scolding the dear one’, this is the 
variety of bhavikam named ‘ svdbhipraya-kathanam'. 

Imagining another form is as follows: ( Prakrta) 

In the homes of fortunate women the musala (pestle), turned for grind¬ 
ing/pounding, is hard, not tied, long and huge, but under control. (233) 

Here, with the idea of the male organ, the structure of the pestle hr ; 
been described. So this is the bhavikam named anyabhavanabhidhanam. 
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Tf^sT^ W^'t^ll ( W) 

[STTWf^cTWIrR ^MtU^ sftsHlHJ 
^r^nf w??r Tj^qf^r^rsF^ii] 

TO^PlWTN^R RKI^MR^Id'SMMfdfelW^ *nfacb4j| 

(O^: 

■3^^ oq^t^STf - 

TT^Ftftr f^m wrawi^i 

3teg ^4^1^ (^<0 

[-^ TT^iTWfR f?KJ?l^l MKNiH^I 

SFRfF xpeR^ra 7JRW ^I^ft^ll] 

3T^ HI-MifcHl H^eHifaUFT: ■HcH^’i .ffcT o^cKllS^^c;: || 

3^'oMckil TfSTf - 

^.•■^r^cTEF^t Ttmi fn^i^sKRt 
■^r <^H§^ ^cif^d! cNt ?T^T cT^: I 
fq^iEfiref^ ^T WWWftlM' 
ofNf HI^Hdl ^ H ^Hkl WHWlPd4RJI (^) 

‘wff ^rt^M wdR ^ ^wr^rq^TTT 

^rr rf^Tfq ^ ii 


^rq?Rt w - 

•^k'lM'lcMd^hlHd ^ft dlcrll^^ilfal^ 

c b'|5^< u ll^d J I u >S4^elk^Rrdd: Mlf^-SHl I 
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Resorting to disguise is as follows: ( Prakrta ) 

O Bull! Undiscovered, whatever grain you have tasted, stop with that. 
Now the fields of the householder are guarded. (234) 

Here, disguised as restraining one’s bull from raiding another’s field, 
the warning off of the paramour of long is accomplished. So this is the 
bhavikam named anyapadesa. 


(1) Udbheda 

Of the varieties of disclosure, explicit is as follows: ( Prakrta) 

O lord of the gods! You have regard for Kr$nd s love; are gifting him the 
best of trees. Shed your gullible nature, and seize the Yadava country. (235) 

Here the intention of the magic-practising Indra is explicitly revealed 
by Satyaka (Indrds charioteer). So this is the vyakta variety of udbheda. 

Veiled (disclosure) is as follows: 

O messenger girl! From your bosom the sandal paste is gone without a 
trace; your lips have been wiped of red paint; your eyes are completely bereft 
of collyrium; this frail body of yours is trembling. You liar, with no knowledge 
of your friend’s anguish! You have been to the pond for a bath, and not to 
that low fellow (with my message.) (236) 

Here, *You have been to the pond for a bath, and not to that ignoble 
fellow’ - through this account of what happened, filled with reproof, even 
though the ill conduct of the messenger girl is disclosed, it is not clearly 
revealed as in the previous example. Hence this is the avyakta type of udbheda. 

Ubhayarupa (udbheda) is as follows: 

O Friend! Your eyes, gentle as fresh blue lotuses are dark, lined with 
collyrium; with a dust of camphor pallor has been rubbed into your cheeks; 
and your panting could be from running about in the ball game; but this 
excessive thinness of your glowing limbs - who indeed will not wonder at 
that? (237) 







Here, even though the application of collyrium etc. by the trespassing 
girl, to hide the signs of her longing, namely, ‘fatigue in the eyes’, ‘whiteness 
of the cheeks’ and ‘long breaths’, leads us to the truth, in addition to this 
comes her friend’s remark, ‘Who will not wonder at the extreme weakness of 
the limbs?’. Thus the purport is partly revealed and partly concealed. Hence 
this is. the ubhayarupa-udbheda. 

All these three udbhedas are not different from bhavikaut 

24. SamsrUi 

90. A mixing together of ornaments should be known as samsrsti It is 
threefold, vyakta (retaining distinction), avyakta (indistinguishable) and 
vyaktavyaktd (distinct-indistinct). 

91. Vyakta (sainsrsti ) is like sesamum-and-rice, and like reflection-and- 
mirror. Avyakta is like milk-and-water, and like dust-and-water, 

92. The vyaktavyaktd samsrsti is is as in the man-lion form. In another 
combination of various ornaments, it is like colours-in-picture. 

Vyakta {samsrsti}, tila-tandulavat is as follows: 

The ocean is as if grinding the foam-sandal with the crest of his waves. 
The moon is as if lifting it with his hands/beams and anointing the quarter- 
ladies. (238) 

Here two utpreksas and two rupakams are coming together like sesamum 
and rice (each retaining its separate identity). 

The same vyakta [samsrsti), chaya-adarsavat, is as follows: 

The sky shone with the clear moon. The pond blossomed with lotuses. 
But the two brothers, their faces full of tears, were drooping. (239) 

Here, like the reflection in the mirror, in the hetu alankara is perceived 
the sadrsasadrsa vyatireka, involving the comparison of the faces of Rama and 
Luksmana with the moon and the lotus. 

Avyakta {samsrsti}, ksirajalavat is as follows: 

The gloiy of spring looked like the moon washed in milk, the sky dyed 
in blue, and the sun etched with a chisel. (240) 
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Here upama and utpreksd, mixed like milk and water, are not distinct 
from each other. 

The same avyakta ( samsrsti ), pamsu-udakavat is as follows: 

O sweet speaking one! Your eyes which are black, white and red at the 
corners, are extending till the ears. (Your eyes, though attached to Kr$na and 
Arjuna, are taking the side of Kama) Who will have faith in them? (241) 

Here, like dust and water in the mud clod, the slesa and virodha are seen 
to be inseparable parts of this vyajastuti 

Vyaktavyakta {samsrsti), narasimhavat is as follows: 

With the dust raised by the horses, and the elephants resembling the 
clouds, making the sky like the earth and the earth like the sky. (242) 

Here, just like the parts of lion and man forming the body in the 
narasimha class, in this parivrtti alankdra, hetu and upama are seen to be parts, 
both distinct and integral. 

The same vyaktavyakta {samsrsti), citravarnavat, is as follows: 

Having crossed the rainy season which resembled an immense forest, 
resounding with the calls of peacocks and full of lightning creepers, the clouds 
gave up their stock of water. (243) 

Here, in the manner in which patches of blue etc., located in various 
parts of the canvas, merge in the painting occupying the whole canvas, the 
slesa, rupakam, upama and arthas'lesa located in the words and the senses, are 
seen to be parts in the whole, namely, the samadhi alankdra which occupies 
the whole sentence describing the autumn, remaining distinct and yet inte¬ 
grated. 

93. These twentyfour ornaments of poetry, upama etc., which rest on 
both (expression and import), have been examined one by one and explained. 


Thus ends Chapter Four 

‘An Examination of Embellishments of Word-and-Sense’ 
in the Treatise on Poetics named 
Sarasvatlkanthdbharanam 
by King Bhoja. 





Chapter Three - Variant Readings 

K,1 - 1. APB, KM read ^for A The latter has been retained as there is similar 
construction in Ch.II. 

K.2 - 1. APB, KM Tic^i, but this word is not found elsewhere in the chapter. 
Besides, Bhoja follows Dandin, who uses the term nidarsanam, 

K.4 introduction - 1. cfj - in KM. thj is included in the kdrika in APB. 

corresponds with the usage in Ch.II, in the definition 
of^nfrr. 

K.5 - 1. KM 

K.7 - 1. APB 

2. APB M for 

Ex.2 - 1. APB and KM read BHU takes This seems to 

be more appropriate. 

Comment - 1. BHU reads on the basis of the pika. This makes 

display, in this case, unintended. ^Hs^iRd^has been 
retained, to stress the single-mindedness of the goddess in 
handling the spear, interpreting as a condition, in 

this case, of disarray. 

Ex.3 introduction - 1. APB efttl for 

Comment - 1. APB for 

Ex.4, comment APB for ctr^Rl 

Ex.5 chaya - 1. KM reads TcFPTtehA eTR does not seem to be wrong and is 
supported by Gdthdsaptasati 
2. KM dOfl^iiRi for AtsisUIld. 


Ex.7 - 1. APB and KM read qi1c5 c< H'K 1-. BHU takes which fits the 
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explanation in the ilka, and makes the verse intelligible. 

2. APB reads for aqroW^M. 

Ex. 10 - 1. APB and KM read but ^FldlRiodud- is better, avoiding 

repetition. 

Ex.l 3 comment - 1. APB ariNr for 3rt%3T. 

2. KM TORf# for <*-H3c4cl. 

Ex. 16 & chdyd -1. KM 3#mTfor f^arar^arai qf^for arf^raifer arq|TTj3Tnf?t 

2. KM ajfaHlttdlfafcjd^for 3TMllqfe^. 

3. BHU ap^Rh^. taken by KM seems more 

appropriate for illustrating the vibhavana alaiikara, 

4. KM 1for argu^ fed 

The latter suits the vibhavana in the expression, and is 
supported by the source, namely, Ravanavaha / Setubandha. 

Ex.20 comment - 1. KM y°!^4id for M^Vi-afct 
2. KM 

Ex.24 - 1. APB, BHU 1W«fPi fcTO for fSP^fHfelcTT. 

KL14 - 1. APB for TTOUrtl ! 

2. BHU q: for ^:. 

Ex.28 - 1. KM for didnr-d. 

Comment - 1. KM for ^ f. 

Ex.32 - 1. BHU and KM read ’ T Tcft for Slcit. The latter, taken by APB, avoids 
repetition and is supported by Kavyadarsa. 

KJ 7 -1. KM reads 7WT for W 

Ex.39 comment - 1. KM for 

Ex.41 comment - 1. KM faapfc: for Fdd^:. 

Ex.42 introduction - l.APB, BHU only 

2. KM -TO: for -^TOT:. 

3. KM TOT2$: for TOlfSlfl:. 
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Ex.4 5 comment - 1. APB, KM TIRT5t^: for 4TR Sft^:. 

Ex.46 -1. KM for fR^ic^ld:. 

Comment - 1. KM R4R: for . 

2. APB KM RTO for RTR 

Ex.47 comment - 1. APB, BHU ttj^T ^leddieii,. for t?cjv**>K u iHieii.. 

Ex.48 comment - 1. APB, BHU read nhe=i for £«l$c=t This 

reading fits in better in the enumeration of hetus. 

2. APB, BHU, KM read chlUlcd TTUTRTerfR. The emendation 
dik u i<^d4< u HieiRl has been suggested. 

K.2 1 - 1. APB 7J8Ff: RtRSpT: for 

K.22 - 1. APB, KM WPTRPT^cRTh for eW RHRM:. 

Ex.49 - 1. KM gives only ‘TIT Tr^#to4°k1HHl< ? ^T : Tf fftl I as the illustration, without 
any number, and includes it in the comment 

Comment - 1. APB <*n^-<rqici v for oM-s- N J 464lcf 

Ex.5 1 - 1. APB rf^fficT- for T^f^cT-. 

Comment - 1. APB a^fnci- for c^qftcl-. 

2. KM ^d^HI for^TT, ‘T3PTT.. 

Ex.53 chaya - 1. I<M WHFtk WKITM 

Comment - 1. BHU dblAidtoci-frl for cbfrddlddR. 

2. APB Rir^PTPT: for 3TTRRZRH:. 

Ex.54 comment - 1. BHU reads Hd-WIM: $c4dfH%di'^Kd8^: II 

I<M reads 4TOP: 'ScfctRH II 

APB reading is retained, as it is more complete. 

Ex.55 comment -1, APB for fadlftd^TRWli. 

Ex.5 7 chaya - 1. KM for 

Comment - 1. APB, BHU, KM read The emendation 
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has been made to yield better sense. 

2. APB yfcmfl for ufaqRRt 

Ex.60 comment - 1. APB WTRT\ 1% ^?T: for eni^MiA fendd:. 

Ex.64 comment - 1. KM reads H^iKifaid for Mikif^Rl. 

Ex.69 comment - 1. KM reads ^^TRf^T 7f for 

Ex.70 - 1. APB, KM SKf® for wfc. 

2. KM WPnfWTT for d'l^liwn. 

Ex.72 comment - 1. APB reads ■y^-d.. for 

2. KM, BHU read for 

K.28 - 1. KM, BHU for ipPFT. 

Ex.73 - 1. KM tTFT for cFFTT:. 

Ex.74 chdyd - 1. KM for 

Ex.75 comment - 1. APB, KM pKtfal for fT^T. 

Ex.76 comment - 1. KM for TrfcT 

Ex.77 comment - 1. APB reads gp-^dlWcT- and KM reads for 

$iiHR«rcT-. 

2. KM, BHU read but seems to be better 

for the proper noun Sh-mVmh. 

Ex.78 introduction - 1. APB, BHU, KM read The emendation has 

been suggested because Bhoja has mentioned the 
name at^PT^cTT in the definition (k.28). 

Comment - 1. KM reads 

Ex.79 - 1. BHU, APB read -eiRddidi for -eifedMi. 

Ex.80 chdyd - 1. BHU reads 'JPTT^ for W:. 

Comment - 1. KM reads FT for ^4. 

2, KM ends with dshifd: It 
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Ex.81 comment - 1. APB, BHU for 

Ex.86 chaya - 1. KM nTmrsppT for d^lcLsfT. 

Comment - 1. KM dc^-bhClId.. for TE^TFlt. 

2. APB for 

3. KJV1 for 

Ex.87 chaya - 1. KM for dytsl Mi'ril. 

2. BHU ^fpcTf sMrirl for J iVri<i 9Rfn. 

Ex.88 comment - 1. APB reads itUPsh for ~5rR n# 

Ex.90 chaya - 1. KM reads 'ril'hcl for TUIriCC T ^TR%. 

Ex.93 - 1. APB ns#T for ?R#T. 

Ex.95 comment - 1. KM has shorter version, ending at Wrini<^'H4'i- 

II, leaving out many words. 

Ex.98 comment - 1. APB nnn£fa $ for % 

Ex.99 - 1. BHU for ^fe:. 

Comment - 1. KM nFT for n^n. 

Ex. 107- 1. APB for 

Ex. 108 comment - 1. APB 3m T^ch for smFTS^n-.. 

Ex. 1 10 & chaya 1. APB, KM for , ^<P3 ( =li. 

2. KM for 

Comment - 1. APB nn 3###! for W#r#5n. 

Ex. 112 chaya - 1. KM for WT7#H:. 

2. KM for T^nTwffnpfq T^nmfh. 

Ex.l 13-1. KM, BHU 7n#n#nnTftrn: for riMPhTifodbiri:. Although the tikd 
pronounces the first reading to be correct, the other has been 
retained on the basis of Vikramdrvasiyam. 
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Comment - 1. KM, BHU read for making 

for repetition and contradiction. 

Ex.122 - 1. APB TTtafai for 


Ex. 123 - 1. BHU for if^cJT. APB, KM, BHU read df*dl in the same verse 
quoted in Ch.V (ex. 33). has been retained, as this sense 
seems to have been taken by Bhoja. 

Comment. APB reads dr^i^Mildcdi^'HdicHl, leaving out ^dxcii^Hifddqic^ in the 
middle. 

Ex. 1 25 - 1. BHU reads 3#T for ^R. 

Comment - 1, BHU for — T TT*f^T:. 


Ex. 127 introduction - 1. APB 3TT5IT. KM 
Comment - 1. BHU for 

Ex. 128, introduction & chaya - 1. APB, BHU M'dl^Hm.. instead of 

2. KM ^?W53fH37. 

3. KM 

Ex. 129 & chaya - 1, BHU W Tr I RFTT5- for cT!j 
2. BHU cT^TT R RFFig for cT«IT 


Comment - l.BHU 

KM rdiHdc-itPl. 

APB reading has been taken, for maximum consensus and 
best sense. 


2. APB 



.. for 


Ex. 131 & chaya - 1. BHU qfsc^fdi. 

2. KM TfTRciHxft 

3. BHU f^WT 

4. KM The readings which illustrate tadguna best 

have been retained. 


Comment - 1. APB, BHU omit ^jyTIwfleRT^ before d^lRsfL. The more 
complete explanation has been retained. 
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K.42- 1. APB, KM for -WHIdfa. 

Ex.133- l.APB^: 

Ex. 13 5 - 1. APB, BHU for ^TcTt. 

Ex. 136 introduction - 1. APB omits before ’’TOPtedT^'qqT-. 

Ex. 137 - 1. KM for^eHl^. 

Ex. 139 chaya - 1. KM 

2. KM ftRWfafo. 

Ex. 140 introduction & chaya - 1. APB .... 

2. BHU reads is supported by 

Gathdsaptasatl 

Comment - 1. APB for si^hifacT. 

Ex.141 chaya- l.BHU for The latter is more imaginative. 

Ex. 143 - 1. APB ckj^utii for The chaya has not been provided by BHU 

or KM. It has been borrowed from the CO edn. Both the verse 
and chaya pose problems. 

Ex. 144 & 145 - 1. Both verses are from Kavyadarsa. In the latter Dandin 

explains the former. Bhoja also treats them similarly, 
without presenting the latter as an illustration with 
But since both BHU and KM have numbered them, and 
elsewhere in the work, non-illustrative verses have been 
numbered, we have retained the numbering. 

Ex. 146- l.KM, BHU'EFf for 

2. APB TTet for W 

3. APB yfaifeciifeiPi for !>UifcdlfcdfT The readings selected are supported 
by Sisupalavadham. 

Ex. 148 - 1. APB, BHU for -fdVHdHfcR^d- 

K.48- l.APB^WRtf: for 

Ex. 152 - 1. KM yf=Kei- for 3Hl°Rd-. 
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Ex. 153 - 1. APB 4ld4> for 41=1 =h. 

Comment - 1. APB 4M4>for ^144). 

Ex.155 comment- 1. KM <?Rt^Mvif^dc44 J jd'l for'FfeMRetf^Icn c^T3TRTt. 

Ex. 157 -1 .APB, BHU ilWI for RiAid’dcf'fl-. The latter refers more accurately 
to the season and is supported by Malatimadhavam. 

Comment - 1. APB, KM for 

Ex. 158- 1. APB, KM M: for 
2. APB, KM for 

Comment - 1. APB, KM for 
2. KM W: for %$cf. 

The Brhadaranyakopanisad supports the readings taken. 

Ex. 160 comment - 1. APB Mfdci°4lRRl for ^RidoMplRi. 

Ex. 163 comment - 1. APB reads sici^-iRRt:, KM ^ei+lRbr: for ^d^iRd-aRp. 

Since the advice is obviously given by women, the last 
reading is retained. The tika also has this reading. 

Ex. 164 introduction - 1. AlPB, BHU - 

Ex. 166 comment - 1. KM ^ei'dRi^Mie^ 

Ex. 167 comment - l.APB for ci^micioh-. 

2. APB 3TRrRs4FT?I for S-nePPFTcT. 

Ex.170 comment - l.APB, BHU, KM read The emendation 3T#qfxT: 

has been suggested, as that alahkara is being named 
here. 

Ex.l71 comment- 1. KM WRfor^ cTR. 

Ex, 177 -1. BHU, KM read f^Tct. APB reading f^Rtt is supported by Raghuvamsarru 

Ex. 182 introduction - 1. APB 

Ex. 183,184 are the two halves of the same verse. 
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Ex, 186 introduction - 1, BHU, KM ‘ J T e TF. This type has already 

been presented as earlier. The APB reading 

"2*4^1 seems to be correct and is borne 
out by the illustration. 

Ex. 186- 1. KM, BHU read APB reading is supported 

by Malatlmadhavam, 


Ex.187 - 1. APB cKfTRfcFPPT for 
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K.1 - l.APBPcTTforfiPTT:. 

K.3 - 1. All the four editions consulted read ff^c^^lPldlcreltsI:. for 

c^T:. The BHU edn. gives a variant reading ^T^FTtfhtT^T-. And as 
the reference is to les'a, we have suggested the emendation. 

Ex.2 - 1. APB no Ri-hhi. 

2. APB 4 

Ex.3 comment - 1. APB no 'ST^r. 

2. APB, BHU, KM UWRfl. But the word 

is needed to name the kind of upama. 

Ex.4 comment - 1. APB for 1 ^:. 

2. APB ^ WlRfa, BHU W#rfcT. 

3. APB 

Ex.5 comment - 1. APB 

Ex.6 comment - 1. BHU has the full stop ‘ I’ after 

2. AB and KM omit 3R The comparison needs the 
reading taken. 

Ex.9 - 1. cPt°r is the reading found in Rudrata. (KAR,VIII, 6.) It is more suitable, 
as there is no other word to indicate that all the features belong to 
the person addressed. Besides, makes no significant contribution 
to the sense. But it has been retained, as this is the version Bhoja 
seems to have, put down, since all the editions have this reading. 

Ex. 11 comment - 1. BHU The reading 

is preferred because it expresses better the particular 
common quality, ‘appearance’, than ‘En^n^of’ which 
generally indicates similarity. 


K.18 - 1. APB '*TTpT. 
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Ex. 13 - 1. APB 
Comment - 1. APB, KM 

Ex. 15 comment - 1. APB, KM for 'AHM-mI: The 

reading taken expresses the sense more clearly. 

Ex. 16 - 1. BHU FT?t*pTT for tr^JcTT. 

Comment - 1. APB has 5 for 

K.2 1 - 1. APB, BHU, KM read TFRTRT. Probably T7HT can be written as 7FHT. 

Ex. 1 7 comment - 1. APB cinHI. 

Ex.20 - 1. APB -TSfT^, KM -■HffT BHU reading has been taken, as brings 
in the time, namely, autumn. 

Comment - l.APB omits et-uRPP:. 

2. BHU, I<M read WTpEftwfafafrT. But \ s m ore suitable, 

covering all the features, not merely the water, in autumn. 

Ex.24 comment - 1. APB 

K.26 - 1. APB fg«lT. 

Ex.25 comment - 1. APB -ateq-n- for -7Ec*t5K 

Ex. 2 7 - 1. KM t^TTcRT. 

Comment - 1. APB -^T^T. 

Ex.29 comment - 1. KM ri^ ^PtFTTPpf. 

2. BHU ^ KM FRPPHR. 

Ex.33 comment - 1. KM omits 

Ex.34 comment - 1. KM 

2. is placed after 3T^fftr ^ in BHU and APB. But 

the order taken seems to be better. 

Ex.35 comment - 1. APB, BHU and KM read So the emendation 

had to be made. 
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Ex.37 comment - 1. APB, BPIU, KM read -STsfastFT-. Obviously Bhoja is 

contrasting this 3^ im«ft variety with the one, 

and so the emendation has been suggested. 

2. APB, BHU have cf^ after ff. Since the reference is to 
the present example, the KM omission of the word 
has been kept. 

Ex.38 & chaya - 1. KM *fl<H 1J i u Rl. 

2. KM ^WKl 

Ex.40 comment - 1. APB, BHU Obviously the reference is to ‘the 

whole’. So the KM reading has been retained. 

Ex.42 comment - 1. APB omits 

Ex.43 comment - 1. KM reads BHU and APB read 

The emendation has been suggested as ^ 

does not fit in with the rupanam or with the compound 

Ex.45 chaya - 1. KM 

Comment - 1. KM 

Ex.53 & chaya - 1. KM C&Q after 

2. APB KM ^ 

3. KM WTeP7%( elF#) ct cT (cTxT^). 

4. APB for BHU, KM after 

Ex.56 comment - 1. BHU reads en^+4PifuTiKi<s^, noting that the reading taken 

is backed by the commentary; KM has [Pilhu]. Since 
the difference made is between and 77PF4, we 

have retained the APB reading. 

Ex.58 - 1. APB^RTOfM 

Ex.63 comment - 1. APB, BHU read H^ifhld. The KM reading has 

been taken, as the creation of patterns with musk is stated 
and the reiteration of the infinitesimal presence of the 
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moon on the face is effected better in that 

Ex.64 - 1. KM, APB Aid cl. The reading taken makes the intended sense, and is 
found in the same verse quoted in Chapter III in KM and APB. 

Ex.65 - 1. KM, APB KM suggests, and BHU takes, on the basis of the 

commentary, PTTFTT. 

Ex.72 - l.BHUffffffrff 

Comment - 1. APB, KM As the reference is to the 

two previous examples, BHU reading has been retained. 

K.42 - 1. APB WPf 


Ex.73 comment - 1. APB, KM The reference is to the inability to 

discriminate whether it is this or that, and this reading 
says the opposite. 

Ex.74 comment - 1. KM omits d-kjfa. 

Ex.75 introduction & chaya- l.APB 

2. KM 

3. KM 

4. KM WlfcT TT: 'B^TfcT. 

5. KM 

Ex.79 chaya - 1. KM ■Hhlc^cl. 

Comment - 1. APB for 

2. BHU, KM read here. The APB reading Tdd4>’ has been 

taken, as samsaya is being distinguished from vitarka. 

Ex.84 chaya - 1. KM sAp-M. 

Ex.88, prose before, introducing *#RTRTfff - I. APB 
K.47 - 1. APB fftfm 


Ex.90 introduction - I. APB Mlhrici. 
Ex.96 - 1. KM 
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Comment - 1. KM 

Ex. 100 - 1. APB 

Comment - 1. KM cj i e A if°l^ b l u ll. 

Ex. 102 comment - 1. BHU 
Ex. 103 - l.APB 

Comment - 1. APB omits ^^6-. 

2. APB, BHU and KM read So the emendation. 

K.52- l.KM^lfa. 

Ex. 105 chaya- 1. BHU 

Ex. 106 - 1. KM^^EU. 

2. BHU 

K.53 - 1. APB ^ylHHRcTT. 

K.55 - 1. KM1. 

Ex.l 1 1 - 1. KM 
Comment - 1. APB 
Ex. l 13 - 1. APB . 

Comment - l.APB^F^-. 

Ex. 116 chaya - 1. BHU 4 ,ie u N. 

Comment - 1. APB dc;(dfCKid'4i. 

Ex.l 18 - l.KM * 

Ex. 120 - 1. KM few: ^ 

Comment - 1. APB,BHU The reading taken is more suitable in 

this description of tulyayogita. 

Ex. 123 comment - 1. APB, KM The reading taken is more suitable for 

referring to the friend. would refer to the poet 
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who has put the words into her mouth. 

Ex. 12 8 comment - 1. KM 

Ex.130 chaya - 1. Both BHU and KM have ‘PFR’. The emendation TeT has 

been suggested on the basis of Gdthdsaptasati, and Bhojas 
comment on this verse. 

Comment - 1. KM 

Ex. 131 comment - 1. APB, BHU read TRfft But the reading taken goes better 

with the word fsFPM in the sentence. 

Ex. 13 2 chaya - 1. APB, BHU, KM read -3TF7I dcrvuMI:. We have taken the reading 
from the the text of Rdvanavaha / Setubandha (Sanskrit 
College, Calcutta & Kavyamalfl editions), as the reference is 
to Rama, 

Ex. 133 comment - 1. KM 

2. APB 

3. APB -fa^cbci:. 


K.65 - l.APB^m 
Ex. 135 - 1. APB 

Comment - 1. APB P f^TTcl fftT KM cR P^dld fid 

fgPPRf All the versions have the same purport. 

Ex. 140 comment - 1. KM 

2. APB PPHTPT^. 

Ex.141 comment - 1. APB fddiclrl 

Ex.l 43 comment - 1. APB, BHU, KM read The emendation -Pt*! 4 has 

been suggested, as that gives the proper sense. 

Ex.l 44 & comment -1,2. APB, BHU read RICH for PIP. The reading taken is 

needed to illustrate the smm-m sense of P. 
l.APB^jf. 

Ex.l45 introduction - 1. APB,BHU -^PPTf9R:... 
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Ex.l 46 comment - 1. is supplied by KM before 3^..., as the complete 

sutram reads thus. But Bhoja could have cited part of the 
sutram and so the reading taken by BHU and APB is 
retained. 

Ex. 150 comment - 1. APB 

Ex. 155 comment - l.APB^0°T4. 

Ex.l 56 comment - 1. APB 3FFqif4 for tIM. 

Ex. 157 chaya - 1. KM for 3TT*n:. 

Ex. 160 comment - I. KM 3Tfq ^Rt. 

Ex. 164 - 1. BHU oqqtePd . 

Ex. 165 comment - l.KMcfa?fa. 

Ex. 168 introduction - l.APB ... 

Ex.l 70 comment - 1. APB, BHU 

Ex. 171 comment - 1. APB 

Ex.l76 - l.APB -«5fFT. 

2. KM 

Ex.l 78 introduction - 1. KM -. The is vital as it refers to the 

previous sentence. 

Comment - 1. KM ifcT I srqfcj. 

2. KM -snf^srfq. 

Ex.l 79 comment - 1. BHU, APB have a cTT: before cfSTPfcn. 

Ex. 180 comment - 1. KM S^WTR^RTRl. 

2. KM ^id-cHifi. 

3. APB -Ul^oi. 

Ex. 181 comment - 1. APB KM reads but suggests that it should 

be IsP^T. 
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Ex. 182 & chayd - 1. APB, KM 

2. KM ^Hd. KM points out that in Setubandha the reading is 
and 

Ex. 183 comment - 1. APB fsF4ifoRlh u i. 

Ex. 188 comment - 1. APB nRlshdcl. 

K.77 - I.KM^tFT^. 

Ex. 1 89 - 1. APB has another word, 3FPT after 
Ex. 190 comment - 1. APB RrfThcI. 

Ex. 194 comment - 1. BHU omits 

Ex. 195 comment - 1. APB, BHU, KM 3tlRd4W4T. But seems to 

have been intended, as the reference is to the verb 
‘■ddV, not to its sense. And the reference to 
in the comments on the three verses which follow, 
supports the emendation we have made. The phrase 
in the comment on ex. 202 also supports 

this. 

Ex. 199 comment - 1. BHU . 

Ex.2Q0 comment - 1. BHU 

Ex.201 comment - 1. BHU 3 hi^cihm:. 

Ex.202 comment - 1. BHU atldclHM:. 

Ex.204 - 1. BHU omits hpj’. 

2. APB 

Ex.208 - 1. APB eHHdi. 

2. BHU, AAdgK-, APB ■W&k. The reading taken matches if? which 
follows. 

Comment - 1. BHU, APB read di~m2taiPdd!. The reading taken, meaning 

‘connected sense’, suits this illustration ofC^vR being expressed 
sentence-wise. 
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Ex.2 1 1 chaya - 1. BHU M&.^tiRi T T^% -^4■^dIfH ^4 cRiRi f^wnR 

2. BHU WtPH 

3. KM cUf for cT^RTT. 

4. BHU Bc^cT. 

Ex.212 comment - 1. BHU spzpaf. 

2. BHU, APB ^T^nRHifc fwIT. We have added the 5 for 
clarity. 

Ex.2 13 comment - 1. KM PPTrf: for Rki<j>^:. 

Ex.2 15 - 1. APB 4 T?JtRt Be. 

2. APB tjutUkpT:. 

Comment - 1. APB ^hR^Wh. 

Ex.216 - l.APBt^T^. 

Comment - 1. .APB °H<pRn. 

2. APB, KM omit 

3. APB 4TtS^KRr«r#T. 

Ex,2 19 comment - 1. APB, BHU omit 4^41. But the word makes the sense 

clearer. 

K. 83 - l.KMfawn. 

Ex.224 & chaya - 1. APB, KM 

2. KM ... The compound is better, as it matches the 
compound on 7ft. 

Ex.228 comment - 1. BHU, KM omit 34 1 pH cl apmrt:. For the word by word 

explanation it should be present. 

2. km Butts? ^ uBrqt. 

Ex.229 comment - 1. APB -unwqftfh. 

Ex.230 comment - 1. BHU, APB The reading taken matches the 

earlier pair 

K89 - 1. BHU Bra%. The editor suggests this reading, as f^ITcT, taken everywhere. 
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seems to be an error. But the intended sense can be arrived at, 
keeping the original reading. 

Ex.232 chaya - 1. KM 

2. KM 

3. KM^RH. 

Comment - 1. KM 

Ex.234 chaya - 1. KM The reading taken suits the sense intended 

better. 

Ex.236 - 1. APB -mUhRI. 

Ex.237 comment - 1. KM 7^1*^ I Aft. 

K. 90 - l.KM HHid^doKhchh. The reading taken need not mean ‘mixture of all 
alahkarai, but can be interpreted as ‘mixture of any of the alahkdras. 

Ex.239 - 1. KM ^^4 

Ex.242 comment - 1. APB, BHU, KM VRo]The 
emendation has been suggested, as the sense intended is ‘hetu and 
upamd are parts within this parivrtti alahkard. 
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Kdrikds 1-3, Bhoja gives the name arthdlahkara to jati etc. which effectively 
present the sense or theme of poetry, and here again, the way to successful 
expression lies through learning and skill <vyutpatti>. 

He leaves out upama, rupakam etc. which are traditionally considered as 
arthalankaras, for treatment in the section on ubhaydlankaras, and brings the 
epistemological concept of pramana into the scope of alankara. Among the 
pramdnas (sources of knowledge), anumdnam (inference) has been included in 
poetic expression by Rudrata. (KAR,VII,56.) Bhoja now systematically brings 
all the pramdnas, into the charming operation of alankara. 

Kdrikds 4-8. Dandin begins the formal list of alahkdras with svabhdvakhydnam. 
Using the terms jati and svabhavokti for the same, he defines it as the vivid 
description of different things in different states. After providing several 
illustrations, which sound more like faithful descriptions than like poetry, he 
declares that the description of jati, guna, kriya and dravya, just as they are, in 
this way, reigns supreme in sdstras, and is desirable in poetry also. He uses 
the word svabhavokti in a general sense when, later, he speaks of poetic 
expression as consisting of svabhavokti and vakrokti (KAD,II,8-13;363.) 

Bhamaha remarks that some regard svabhavokti as an alankara, and adds 
that it describes a subject as it is. He illustrates it with the description of the 
boy running around the field, shouting and warding off the straying catde 
with his stick. (KAB, 11,93,94.) 

Probably inspired by the example cited by Bhamaha, Udbhata defines 
svabhavokti as the description of the movements of an animal, child etc. engaged 
in its natural activity. He illustrates it with the description of a grazing fawn 
watched by Pdrvati. (KASS,III,k.5,ex.4.) 

Rudrata considers jati alankara under his vdstavam set of alahkdras built 
around artha. Artha is first considered under the usual four heads, dravya, jati, 
kriya and guna. In his definition of this jati itself, there is an inkling of the 
alankara of the same name. The identity of form perceived among numerous 
objects, diverse actions and varied qualities, is jati Even as a general term, 
this jati indicates the ‘typical’ appearance, behaviour etc. which is perceived 
to link members of a class together, for instance, children, young lasses, or 
animals. He defines the whole group of vdstavam as the presentation of the 
true form of the subject, without contradicting fact, and without resorting to 
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devices such as comparison, double entendre or hyperbole, and at the same 
time, effectively. He allows some conventional descriptions which are accepted 
in practice, but otherwise things must be presented without distortion, unless 
under the powerful influence of a feeling. After describing sahokti and samuccaya, 
he takes upy'MThis alahkara presents the samsthanam, avasthanam, and actions 
of things which are familiar in common experience in an ‘exact’ (but not 
matter of fact) manner. He lists several things which are charming when they 
are realistically described, and illustrates the behaviour of children and young 
innocent lasses. (KAR,VII,l-33.) Perhaps it is the artlessness in the subject 
that makes the critics feel that a ‘natural description’ would be more 
appropriate than a patterned figure here. Bhoja has elaborated all these ideas 
- sarnsthanam, avasthanam, kala, avastha, cesta etc. of the different subjects - child, 
innocent maid, lowly person, animal etc., into his categories. 

Vamana has defined his artha-guna, arthavyakti, as the vivid portrayal of 
things, so he does not speak of this alahkara. Bhoja himself has adopted this 
arthaguna from Vamana and so he has to distinguish his jati alahkara from 
thatgima. He keeps the permanent nature of things under that guna and their 
passing conditions under this alahkara, supporting this distinction with an 
etymological explanation of the term jati A reference to the illustration of 
arthavyakti makes the difference clear. There an accurate and meticulous 
description of a stationaiy flower is offered. (Ch.I,ex.l04; KASV,III,II, k.13 & 
ex.) Dandin would have approved of this example as a botanical description 
as well as svabhavokti in poetiy. (KAD,II,13.) 

Bhoja mentions svabhavokti in the chapter on Rasa, listing it with vakrokti 
and rasokti There, contrasted with vakrokti, the term svabhavokti seems to mean 
an unomamented mode of expression. And beside rasokti it seems to mean 
description of a scene, not necessarily of emotion. In the present con text, h e 
uses the term jati alone, and the emphasis here is on the content or artha, i.e., 
the kind of subject dealt with - child, beast, young lass etc., in a typical scene, 
such as the lion sleeping in content after a good kill, the archer poised to 
shoot an arrow, the bull charging into a village home, watched by the petrified 
dwellers, the breeze blowing through a bamboo wood on the seashore, the 
girls getting the village ready for the spring festival etc.. Since the intention is 
to capture the scene, usually no patterned figure of speech is employed. 

At first sight, his sabdalahkara called chaya resembles jati In that the 
speech of children, intoxicated persons etc. is imitated. But the difference is 
that, conscious imitation is involved there and it is restricted to utterance. 
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m^'dT3V u 3'l»TC^ 


Ex. 1-2. Both the verses describe the aiming of a missile. The first is from 
Kumarasambhavam, describing Madands arching his bow to send the arrow on 
Siva. In the second, the goddess is aiming her sula at the demon. Bhoja puts 
the first under samsthanam or the perfect posture for the purpose intended, 
and the second under avasthanam or the temporary disarray involved in the 
action. 

Rudrata has used these two terms, and his commentator takes them in 
the sense of normal appearance and temporary posture. And the latter is 
illustrated by him with Bhojd s first example ! (KAR,VII,30 & comment.) In 
Bhojds second example, the blessing which is introduced, totally cancels the 
effect of natural description. 

Ex.4 occurs in Sisupalavadham, in the description of Krsna marching with his 
army through the woods in the Raivataka mountain. The soldier who spots 
an attractive resting place shoos away other soldiers who are trying to occupy 
it, and calls out to his own mates to hurry there. 

Ex.6. This verse takes a young lad for its subject, a subject recommended by 
Rudrata and others for natural description. Bhamaha gives this example for 
svabhdvokti which ‘others call an alankard. (KAB, 11,94.) 

Ex.7. Here the lion resting after an elephant hunt is vividly portrayed, not 
leaving out the scornful toss of his head to drive away the bees. 

Ex.8. The natural reaction of a farmer to the praise heaped on him by the 
traveller in need of sustenance, is depicted here. The one phrase ‘becomes 
proud’, without any ornament capping the blown up picture of his looks 
and deeds, is telling. 

Ex. 1 1. This verse which vividly brings to us the experience of the touch of the 
dear one, is cited by Dandin And his commentator sees the faithful portrayal 
of guna in this, taking the other three verses to be illustrating jati, kriyd and 
dravya. (KAD, 11,1 1 & comment) 

Bhoja creates classes in his own style, here as elsewhere, but the thorough 
incorporation of the ideas recorded by earlier writers and the exhaustive 
elaboration of the concept of jati, revealed by the illustrations as well as his 
comments thereon, are remarkable. Bhoja again and again points out that 
jati portrays the typical behaviour of the subject in the situation. And the 
‘typical’ness of the feature or scene described is pointed out by him in several 
illustrations. But more than anything, the verses truly bring the scene before 
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the reader’s eyes. 

Karikas 9-11. Ex. 13-18. Bhamaha defines vibhavana as the result being manifest 
when the action is denied, and adds that the explanation must be easy. Udbhata 
repeats the same definition. While the former illustrates this with a description 
of the rainy season, in which peacocks are intoxicated without wine etc,., the 
latter presents the damsel whose skin is golden without saffron etc.. (KAB, 11,77- 
78; KASS, II,k.9,ex.l 1.) Vamana conceives of vibhavana as the denial of an 
action /cause, while presenting /observing its well known result. And in the 
illustrative verse, the heart of the subject is pure without washing. 
(KASV,IV,III, 13 & ex.) 

Rudratds vibhavana is threefold. One type presents something as if it 
occurred without its cause. In the illustration, the sun is called the unoiled 
lamp of the world. The next presents a change without the reason for it. In 
the example, the damsel (in love) is presented as tired without exertion, giddy- 
eyed without wine etc.. The third presents a cause other than the well known 
one for a phenomenon. In the illustrative verse, wealth is projected as the 
reason other than sleep for befuddlement, other than cataract for blindness, 
other than liquor for intoxication. (KAR, IX, 16- 21.) 

Bhoja borrows his definition of vibhavana and some examples from 
Dandin, Making plain the real cause, by apparently setting aside the ‘usual’ 
one in kdrandntara-vibhavana, and ‘the inability to find any cause’ in 
svdbhavikatva-vibhavana, are conceived of in the same manner by Dandin and 
illustrated by the same examples. (KAD,II,199-201.) As a matter of fact, both 
‘ karanantara- and ‘ svdbhavikatva- types appeal to nature as the real cause of 
the features described, whether it is the intoxication of swans in autumn or 
the unpainted redness of lip of the beautiful young woman. 

Ex. 15,16. The distinction into suddha and citra varieties is trivial. But these 
two verses are beautiful, unusual creations from Kumdrasambhavam and 
Ravanavaha, describing Pdrvatis stepping into youth, and VRnds divinity, 
respectively. 

Ex. 17,18. Bhoja further speaks of a vicitra variety in which a vibhavana is 
supplemented either by another vibhavana, or by another turn of expression. 

Ex. 17. This verse, illustrating the first type of vicitra, employing one vibhavana 
within another, is borrowed from Dandin, and the second line conveniently 
changed to build up the second vibhavana on the first This verse is used by 
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Dandin to show that, at times, specific words such as ‘ nisargd in the expression, 
indicate that nature alone is the cause. (KAD, II, 203-204.) 

Ex.l 8 illustrates the variegation of vibhavana by another ‘turn of expression’. 
In this beautiful verse from Kumarasambhavam, we perceive jati alahkara, aided 
by anuprasa, providing the background for the vibhavana, which conceives of 
the luminiscent herbs lighting the caves, as lamps needing no oil. 

Bhoja seems to have listed vibhavana after jati, because in both the focus 
is on the natural occurrence of a phenomenon. While/atf uses no identifiable 
turn of phrase or pattern of description, but brings the scene before the 
reader’s eyes, vibhavana uses a clever turn of thought to present the natural, 
uncaused presence of something, whether it is the alluring charm of the 
earth in autumn, the bloom of youth, the brightness of luminiscent herbs, or 
the majesty of Visnu. Feigning to look for the ‘familiar’ causes such as wine, 
cosmetics or oil, the poet expresses wonder that swans are intoxicated, the 
girl is beautiful, or the herbs light the cave like lamps, without these; 

Karika 1 2. Bhoja continues his consideration of ‘cause’ and ‘reason’ as they 
are employed in poetry in the framework of the hetu alahkara. Bharata lists 
hetu among the lakjanas of kavya. The GOS edn. takes the recension in which 
hetu is presented as a pregnant, attractive expression which is effective in 
accomplishing the desired end. Abhinava illustrates this with a verse from 
Tapasavatsarajam, in which Yaugandharayana endorses Vasavadattd s decision 
to end her life, for she will soon reap a happy fruit from this. (NS,Ch.XVI,v. 14. 
GOS edn.) In the BHU edn., hetu is defined as examining several explanations 
/ statements, and taking one as one’s considered opinion. The verse quoted 
by Abhinava to illustrate this interpretation, considers several possibilities 
regarding the sun’s resting place at night, and finally asserts that it stays in 
the hearts of travellers’ beloveds, as proved by their great torment. 
(NS,Ch.XVI,v. 1 4. BHU edn.) 

So both conceptions, ‘cause’ and ‘reason’, are applied from ancient 
times to hetu, in poetry as in other fields. 

Bhamaha dismisses hetu as of no embellishment value (KAB,II,85-87), 
when he insists that figurativeness of expression is absolutely essential in 
poetiy, as contrasted with plain speech which is sufficient for dispensing 
information. 

In Chapter IV he discusses the logical notion of hetu. In poetry too, as 
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in logic, it means the reason for reaching a conclusion, but here the logical 
conditions of invariable association and dissociation are replaced by usual 
association. And he presents right examples and faulty examples of hetu. 

‘A great lake must adjoin this wood, as can be guessed from the calling 
kurarls and the fragrance of lotuses.’ ‘The night lit by lamps bespeaks the 
departure of the sun.’ 

‘The kasa grasses are winning the heart because of the fragrance of their 
flowers.’ ‘Because of the white tips of its eyes, this must be taken to be a 
cakorak [These flowers have no fragrance. And the cakord s eyes are not white 
at the tips.] 

Bhamahds intention is to exempt ‘reasoning’, ‘inference’ etc. in poetry 
from the rigorous conditions of logic and to recommend the attractive 
employment of hetu. But at the same time it must not go against experience. 
(KAB,Ch.IV,4 7-54.) 

Dandin does not define hetu but calls it a superior embellishment. Bhoja 
follows Dandin in his exposition, to the extent that some karikas and 
illustrations have been incorporated without any change. As usual he applies 
his systematic way of classifying and creates more categories, with philosophy, 
grammar and such other disciplines in mind, and illustrates profusely. But 
the object is to present a beautiful poetic import And some of the examples 
are from great works of poetry like Raghuvamsam, Sisupalavadham and 
Kiratdrjuniyam. 

The treatment of karaka-hetu itself is influenced by Grammar, although 
it is under jhdpaka-hetu that Bhoja specifically illustrates the noun cases. The 
overtones conveyed by the choice of case endings and the employment of 
one in the place of another, all recommended by Grammar, are pointed out 
by Bhoja in his comments on the examples. 

Ex. 19,21. Dandin points out that the same phenomenon (wind) can be 
presented as a pleasant or painful experience by the deftness of expression, 
and gives sympathetic consideration to the apathy of a parted lover when 
confronted by pleasant things. Bhoja completely leaves out the role of poetic 
expression and the situation described. Instead, he makes the technical 
distinctions, pravartaka and nivartaka, and illustrates them with the same verses 
from Dandin. (See KAD, II, 236-239.) 

Ex.20,22. Bhoja refers to the grammatical features of these expressions to 
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explain how the karaka-hetu does not enter directly into the action of 
accomplishing the prosperity or frustrating the happiness of the subjects 
described. 

Ex.20 is presented by Dandin to illustrate how a fault such as contradiction 
of common experience can become an excellence in poetic conceit. 
(KAD, 111,180.) ‘ 

Ex.23,24. Prayojaka appears to be a causal agent inducing an action on the 
part of another. This seems to be nearer the conception of hetu and prayojaka 
in grammar. In the first example, Hanumdn ’s living is easily seen to be the 
inducement causing the army to come to life. In the second, the girl causing 
herself to practise anger, is a little more difficult to comprehend. 

This example is given by Dandin to illustrate the prdpya kind of karma 
(grammatical object) involved in the action of hetu. He refers to the three 
types of grammatical object - nirvartya-, vikarya- and prdpya-karma, [the first 
involving fashioning or bringing into being, the second changing, and the 
third merely reaching, by the verb]. (KAD, 11,240-243.) Bhoja more consistently 
sticks to considering the karta (agent) in this alankdra. 

While on karaka-hetu, reference must be made to Rudratds conception 
of hetu. He sets down that the causal activity must be expressed with(in) the 
cause, to distinguish this mode of effective expression from others. The 
illustrative verse phrases the impact of spring as a quality of this season 
which has arrived. (KAR, VII,82-83.) 

Karikd 1 4, Ex.25-30. Bhojds conception of jnapaka-hetu is on the lines of the 
indicatory functions of the various case terminations in grammar. Perhaps 
the intention is to question the need for bringing in the power of vyanjand to 
make language effective in poetry. Grammar, as well as other disciplines 
which deal with the meaning of language, provide sufficient avenues for the 
effective expression of feeling and purport 

Ex.25 is a verse from Raghuvamsam, describing the behaviour of the suitors 
who have presented themselves for selection by Indumati Although each is 
making an apparently unstudied gesture, all the dainty acts converge on one 
point, namely, Indumati 

Ex.26 is a verse used by Dandin to illustrate svabhavokti If interpreted from 
the angle of the grammarian, noting the indicatory manner in which the 
third case is operating, this verse serves to illustrate jhapaka-hetu as well. 
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Dandin deals with jndpaka-hetu briefly and simply, treating it like the 
linga or sign which makes inference possible in logic. He sees purpose, namely 
presenting the mood of the time, in the line, ‘the sun is setting, the moon is 
shining, the birds are homeward bound etc.’, which Bhdmaha scornfully calls 
report, not poetry, (KAB, 11,87). Dandin then furnishes one whole illustrative 
verse. In this the friend tells the heroine that, from the heat of her body 
which cannot be allayed by moonbeams or by sandal, it is clear that her 
heart is caught in the pangs of love. (KAD,11,244-245.) Dandin does not go 
into an analysis of the grammatical features which serve this hetu, but Bhoja 
would probably see the third case ending doing the job of indication. 

Ex.27-30 present other grammatical cases serving the indication of 
outstanding qualities, moods of ominous fear, easy command, indulgence, 
contempt etc. 

Kdrikd 15. Like Dandin Bhoja imports the vaisesika conception of absence 
<abhava> with the qualifications, ‘prior’, ‘ultimate’, ‘mutual’ and ‘absolute’ into 
hetu in poetiy. The second line rules out the consideration of the absence of 
particular things, for that would defy classification. The abhavas should fall 
under karaka-hetu, as the various absences cause some state or condition. 

Ex.31-36 illustrate the various kinds of abhdva functioning as causes. The 
first five are from Dandin. The last is added by Bhoja to complete the extension 
of ‘absence’ to the ‘absence of absence’, and, in the process, arrive at his 
favourite number, six. 

Ex.33 illustrating itaretara-abhava is inspired by the anyonya-abhava of the 
vaisesika system, but it does not contain mutual exclusion. 

Ex.34 clearly brings out the difference between poetic conception and 
empirical science. For the vaisesika, aiyantdbhava is absolute non-existence, 
illustrated by the sky-flower, the hare’s horn etc.. (A Critical Survey of Indian 
Philosophy, Dr.Chandradhar Sharma, p. 182.) This verse poetically presents 
the absolute inconceivability of a failing in a noble individual. 

Karikas 16,17. The verses listing the citra-hetus have been borrowed from 
Dandin, with a slight change. But his illustrative verses have not all been 
made use of, and the verses taken from other sources, although great poetry, 
show a shift in the interpretation of the terms vidurakarya etc.. 

Ex.37 is a verse from Ragkuvamsam, describing the ascent to the throne of the 
infant emperor Sudarsana, In this, vidurakarya-hetu is interpreted as temporal 
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distance between cause and effect. Dandin illustrates this type of Acta with the 
cause being directed at one person and the effect taking place in another. 
(KAD,II,255.) 

Ex.38. This verse, again from Raghuvamsam, presents the two events of 
accession to the throne and subjugation of foes simultaneously. Bhoja tries 
to draw out the cause-effect format in his comment Dandin presents the 
simultaneous appearance of cause and effect in the bloom of youth in maidens 
being accompanied by the infatuated behaviour of men. (KAD,II,256.) 

Ex.39 has been borrowed from Dandin. (KAD,II,257.) Bhoja adds that the 
figurative use of words is at play here. [Love in the damsels is referred to as a 
swelling ocean.] Citra-hetu has been introduced as the striking poetic conceit 
of cause and effect, it must be remembered. 

Rudrata describes and illustrates an alahkara called purvam in the atisaya group, 
which is nothing but this karydnantaraja hetu, Purvam is described as the janya 
preceding the janaka. In the illustrative verse, the heart of young men bums 
first with desire for the unattainable beloved, and then burns Madands fire. 
(KARJX,3,4.) 

Ex.40-41 illustrate yukta and ayukta varieties of citra-hetu. Dandin 
unambiguously illustrates the incongruousness and congruousness of effect 
to cause. (KAB,II,258,259.) Bhojds illustrations are not so simple. Ex.40 
has a semblance of congruousness, but as pointed out in the comment, it is 
brought about by the figurative use of the words. 

Ex.41 has a hint of incongruousness, but conforms more to the conception 
of hetu under the thirty-six lakyanas (the consideration of several possibilities 
and finally fixing on one with good reason) in Ndtyasastram, (NS,Ch.XVI,v. 1 4 
and AB. BHU edn.) 

Ex.42. Bhoja adds another category, vyadhikarana. In this verse from 
Amarusatakam, while the girl has all the reasons for being timid, tired etc., it is 
the infatuated young man who exhibits these failings. The same verse is quoted 
by Vamana to illustrate the alahkara called virodha, (KASV,IV,III, 1 2 & ex.2) 

Probably Dandin would bring this under his durakarya variety. His 
illustration of the sahaja variety also presents the cause in one base being 
accompanied by the effect in another. (KAD,II,255-256.) 

Rudrafa describes and illustrates an alahkara called asahgati, in the atisaya 
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group, which could come under the sahaja hetu of Dandin as well as this 
vyadhikarana hetu. The cause and effect are simultaneous and in two different 
substrata in asahgati The damsel’s form is filling out like the waxing moon 
and at the same time desire is growing in the heart of young men. 
(KAR,IX,48,49.) 

Bhojds vyadhikarana variety is, under the inspiration of grammar, drawing 
out a further possibility of citra-hetu\ and the illustration is not only apt but 
also charming. 

Karika 18. Bhoja logically proceeds from the.consideration of hetu to that of 
ahetu. When a cause does not result in the effect or is impeded, due to a 
variety of reasons, the situation could be called ahetu. Bhoja keeps his attention 
on the causal activity, and creates a number of categories which, on closer 
analysis, are not really distinct. 

Rudrata speaks of an ahetu alahkara, but his emphasis is on the steady 
resistance to change on the part of the subject. In the illustrative verse, in the 
face of heartlessness, villainy and harsh words, the king remains soft, good 
and sweet-tongued. (KAR,Ch.IX,54,55.) 

Ex.43. This verse, describing the smiling visage of the goddess, unperturbed 
by her conflict with the demon, could illustrate Rudratds ahetu. 

Ex.44 is cited as an example of akyepa alahkara in Dhvanydloka (DA, ed. & 
trans. K.Krishnamoorthy,p.22.) 

Ex.45. A similar verse is quoted by Rudrata to illustrate his vyaghdta alahkara. 
That is described as the effect not taking place even when the cause is not 
checked. (KAR,Ch.IX,52,53.) 

Karikds 19-20, Ex.47,48. Bhoja brings the karanamala described and illustrated 
by Rudrata (KAR,VII,84-85), under ahetu, by calling it a succession of hetus, 
and then offering the technical reason that each of them, considered in 
isolation, does not possess the ability (to bring about the final effect) ! A 
more unimaginative approach to poetic expression cannot be met with. The 
chain form presented by this alahkara is totally ignored. 

Continuing the distinction he makes between abhidhiyamana and 
pratiyamana purport in most of the alahkdras , he further distinguishes between 
the causing expressed in words and that which is implicitly understood ! 

The first example is similar to Rudrata’s. And in the comment, Bhoja 
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points out how the causality is expressed by the predominantly instrumental 
function of the words. 

The second is a verse from Setubandha, describing the slaying of the 
demon Ritfa by Krsna In this the ‘hetri is not consistently ‘cause’, but also 
means ‘reason’, although Bhoja tries to draw out the string of hetus. 

Karikas 2 1,22. Bhoja follows Dandin in defining suksmam. (KAD, 11,260.) But 
his interpretation of the words is different The verse which Dandin employs 
to illustrate, apparently, the ihgita suksma is brought under the alahkara called 
bhdva by Bhoja. By ihgitam, Bhoja understands ‘betrayed by a specific involuntary 
gesture’, and not ‘deliberate indication by a specific gesture’. This is what 
Dandin' s verse illustrates, followed by another verse of explanation. (KAD,II, 
261-262.) 

Similarly dkdra is a pervasive change in one’s appearance, which is again 
involuntary. While Dandin’, s second illustration suits this, (and has therefore 
been borrowed by Bhoja) he does not go into the question of voluntary and 
involuntary indication, but only establishes the subtle nature of suksma (KAD,II, 
263,264.) 

Rudrata’s conception of suksma is very different. He describes it as 
conveying a sense which is at first sight incompatible with the word, but 
which is connected with the expressed sense and can be legitimately drawn 
out. In the illustrative verse, the agents are ‘discrimination’, ‘industry’, 
‘forbearance’ and ‘energy 1 , and the allusion is to men possessed of these 
qualities. (KAJR,VH,98,99.) 

Ex.49. This verse from the description of Indumatfs svayamvara in Raghuvamsam, 
has already been quoted under jhdpaka-hetu. But there, the focus was on the 
second case serving as a pointer to the object of the suitors’ gestures. Now 
Bhoja shifts his attention to the gestures themselves, which are betraying the 
desire of the princes. 

Ex.50. This verse is from the same scene in Raghuvamsam. In this IndumatVs 
fixing her heart on Aja is revealed, by her thrilling skin. So this betrayal of 
feeling falls under dkdralaksydrtha-sukfmam. 

Ex.5 1. This verse is from Dandin, who apparently intended to illustrate 
‘akaralaksyarthd with this. But Bhoja detects both subtle gesture and change 
in appearance, in the eyes fixed on the young man and in the blushing, of 
the damsel in the musical gathering. So this becomes ‘ ubhayalaksyam' suksmam. 
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Ex.52-54 illustrate the implicit purport which is indicated subtly by gesture 
and change in appearance. In the first two verses, a number of reasons can 
be hazarded for the irrational anger and the darkening of face of the subjects. 
While Bhoja offers an interpreation of their behaviour in his comments, he 
does not attribute the power of ‘vyahjana' to the words. As everywhere else in 
this book, he does not accept the ‘third’ function of language, namely, ‘to 
evoke’, which the dhvani school is keen to establish in all such verses. 

These verses from Raghuvams'am, Kiratarjuniyam, Gathdsaptasatl etc., 
expressing feeling, intent etc., in a delicate, subtle manner, challenge Bhdmaha’s 
summary dismissal of hetu, su/csma and les'a as plain speech, not of any service 
to poetry. (KAB,II,86.) 

Kdrika 23. Bhoja uses the terms uttaram and sdra synonymously. The uttaram 
which Rudrata describes in the vastavam group of ornaments, is conceived 
differently, as eliciting the question from the answer or the reverse. But the 
verse he presents for the latter would answer to Bhoja’s brief definition of 
uttaram as (presenting) the sdra or essence or the best part of things. (KAR,VII,93- 
95.) 

The next alankdra in Rudrata's vastavam group, namely sara, includes 
ideas of narrowing down, selecting the best, building up a series of more and 
more valuable things. (KAR,VII,96,97.) 

Bhoja is more analytical in his approach. After presenting a very brief, 
general definition, he examines the ideas of sdra and uttaram from various 
angles. Sdra is interpreted as (presenting imaginatively) the most central, 
valuable of qualities as well as of things possessing these. And the expression 
itself is concise in such verse, holding a wealth of experience in a small 
compass. The idea of‘going higher and higher’ in uttaram, involves comparison, 
distinction, selection, serial arrangement etc.. 

Ex.55 poetically recommends the qualities which lend meaning to essentially 
meaningless possessions such as wealth and a mortal body. The word ‘ sdra ’ 
occurs in the expression. 

Ex.56 is an alluring, refined depiction of one of the ends of life, namely 
kama, in the enjoyment of springtime in the company of the beloved, more 
valuable than all the possessions wealth can command. 

Ex.57 illustrates the comparison, distinction and extolling involved in this 
kind of expression. The untaught love of the inexperienced bride is held up 
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as presenting love itself. 

Ex.58 is the verse presented by Rudrafa to illustrate sara (KAR, VII,97.) In 
this the enumeration of pleasures in a central movement, literally from the 
outer to the innermost, deserves both designations, sara and uttaram. 

Ex.59,60. Bhoja adds other categories, namely, general and specific, in 
identifying the most valued thing and quality. In the first example, which 
seems to present a detached view of kama with a general list of things affording 
pleasure, the word sara itself indicates the quality which makes them valued. 

In the second, taken from Kumarasambhavam, the water of Gahga and 
the water washing the sages’ feet are specific valued things. In both verses, the 
participation of these valued things <dharmt> in giving worth and holiness, 
respectively, is considered as the dharma by Bhoja, 

In spite of some unconvincing classification, Bhoja presents an insight 
into this kind of poetic expression. The discrimination, selection, judgment, 
wisdom etc. expressed in ‘going to the essence’, and the charming building 
up of higher and higher values, are illustrated well. 

Karika 24. Bhamaha describes virodha as contrasting a quality or action with 
its opposite, for extolling something. The illustrative verse praises the king’s 
army for remaining cool in the adjoining woods and making the distant 
enemy lands hot. (KAB,III,25,26.) 

Udbhata repeats this definition with a slight change. His verse contrasts 
‘this frame’ (of Uma\ with ‘this fitness for penance’. (KASS,V,K.6,ex.4.) 

Dandin mentions both juxtaposition of contrasting things and the 
intention of highlighting, in his definition. He presents a number of charming 
contrasts in the illustrations. (KAD,333-339.) 

Vamana briefly defines virodha as the semblance of contradiction and, 
of the two examples he provides, one is the verse from Amarusatakam which 
our author illustrates vyadhikaram-citra-hetu with. (KASV,IV,III, 12 & ex.) 

Rudrafa also mentions the juxtaposition of totally conflicting things but 
does not indicate any purpose. He makes several categories of virodha, of the 
sajatiya and vijatiya varieties, i.e., between two dravyas, gunas, kriyas and jatis, 
between dravya and guna, etc., and between two opposites which are both 
absent ! (KAR, EX.30-44.) He enumerates the four varieties mentioned by 
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Bhoja as separate alankaras. 

Bhoja, as usual, offers a brief and general definition, and a number of 
categories. As he has done in some other alankaras , here too he speaks of a 
s'uddha type, contrasting it, not with the usual citra type, but with a grathita 
variety, which carries the second member of a virodha over to another virodha, 
and so on, in a string. 

Ex.61 is similar to Udbhata’sve rse which contrasts Uma with her penance, 
but is more descriptive. 

Ex.62 presents the stringing together of contradictory actions of $ivcu 

Ex.63 presents the semblance of contradiction which Vamana takes virodha 
to be. The asahgati which Rudrata accords the status of a separate alahkara in 
the atisaya group, is similar to the citra-hetu of the sahaja and vyadhikarana 
types. 

Ex.64 is the verse with which Rudrata illustrates one type of viyama alahkara 
in the vastavam group, in which, not only is the result aimed at not there, but 
also a hostile result comes about. (KAR,VII,55.) Since pratyanikam means 
‘hostile’, it seems proper to include this in virodha. Rudrata himself mentions 
a pratyanikam in the aupamya group of figures, where the upamana is presented 
as the rival vying with the upameya, (KAR,VIII,92-93.) 

Ex.65. Adhika is considered as an independent alahkara by Rudrata under the 
atisaya group. He describes it as one cause having two opposite effects and 
again, as the surpassing of an immense extent by a minute thing. The examples 
present the ocean giving rise to poison as well as nectar, and the frail frame 
of the beloved overflowing the bounds of the vast space in the lover’s heart 
(KAR,IX,26-29.) 

Bhoja not only brings adhika under virodha, but also interprets it strictly 
as numerical contrast of one to many. But in the verse from Raghuvamsam, 
there is an element of atisaya, in one Rama appearing to be many, tackling 
each one of the foes in battle. 

Ex.66. Now Bhoja brings Rudrata’s exaggerative viyama also under virodha. 
Rudrata, and following him, Bhoja, bases visama on the vaise$ika belief that the 
effect has the qualities of the (material) cause. ( Alahkara Kosa, p.448.) In showing 
the opposite qualities in the effect, poetic expression employs incongruity or 
visama for a striking effect. 
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This verse is part of the introduction of Kadambari, describing the poet’s 
lineage. The reading is slightly different, presenting Band’s father, Citrabhdnu, 
and not the patron, as the object of praise. In the commentary, visama alahkdra 
is noted in this verse, and it is defined as the production of qualities in the 
effect which are opposed to the qualities of the cause. ( Kadambari, Part I, pub. 
Chowkhambha.) 

Karikas 25,26, ex.67-72. Bhoja presents sambhava as the projection of 
possibilities. The chief inspiration for this alahkdra seems to have been 
Kalidasa’s Meghadutam, which can be considered in its entirety as an illustration 
of sambhava. Four of the illustrative verses, taken from this work, with their 
alluring imagery and the certainty of feeling, distinguish this poetic 
envisagement from the dry, technical conception of sambhava as mere 
containment - of fifty in hundred and drona in kharl. Bhoja points out that 
this technical notion of sambhava, held by others, is not different from anumdna, 
even if it were to be considered as a pramdna._ 

With his partiality for terms from mimamsa, vyakarana, nydya and other 
disciplines, Bhoja brings in vidhi, nisedha, vikalpa etc., but shows how they can 
be conceived of in poetry. 

It is probably the presence of words like ‘ nunarrl , ‘sahki , Hvd etc. in the 
verses quoted from Meghadutam, and the use of the term sambhavand by writers 
in defining utprek$d, which prompted Dr. Raghavan to remark that this sambhava 
is almost like utpreksa in definition and illustration. {Bhoja’s Srhgara Prakasa, 
p.378.) But the other verses, for instance, the one from Kirdtarjunlyam, in 
which the realisation dawns on Arjuna that he is confronting an extraordinary 
foe, do not have even a trace of utpreksa. 

Kdrika 27. Rudrata places anyonyam under the vastavam group of alahkaras. He 
describes it as two things operating on each other by means of one verb, to 
develop a particular idea. (KAR,VTI, 91,92.) 

Bhoja does not emphasise the common verb (or common action) feature 
but only points out the mutuality of assistance. And as usual he tries to 
distinguish between explicit, implicit and combined forms of mutual 
operation. He brings in other ideas like ‘crowning’, ‘delusion’, and ‘fusion’ 
involving mutuality. 

Ex.7 3. This verse from Kumarasambhavam beautifully describes the mutual 
enhancement of charm between Parvatl’s graceful neck and the string of pearls 
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around it. The word ‘anyonyd also occurs in the verse. 

Ex. 7 4. The mutual attraction between the water vending maid and the traveller 
is expressed subtly. Naturally the same verb does not link them but the 
mutuality of their actions is revealed implicitly. The dhvani followers should 
be happy with this illustration of anyonyam 

Ex.75. from Gathasaptasati combines explicit statement and implicit intent, 
as the apparent reasons for the actions of the couple are stated, but the 
underlying mutual desire is also revealed. 

Ex.76. This caps mutual embellishment with a crest as it were, in both 
embellishing a third entity. 

Ex.77. incorporates mutuality in delusion. While the parrots take the bees 
for fruits, the bees take their beaks for flowers. Again the same verb does not 
express the mutual relation. 

Ex.78. This verse from Sisupalavadham describes the scene in which Kr^na is 
joined by Narada, The mutual effect of their gleaming darkness and white 
lustre is carried to fusion. But the variety of bhranti named anyonyamekatd, 
which he does not distinguish from anyonyam, is not to be found in the earlier 
works available. 

Kdrikds 29-30, Ex.79-84. Bhamaha defines parivrtti as the acquisition of one 
thing by sacrificing another, with an arthantaranyasa included. In the illustration, 
‘he gave wealth to the needy and acquired fame. Such is the unbroken vow of 
good men.’ (KAB,III, 4 1,42.) 

Dandin defines parivrtti as an exchange of things. In the illustration, the 
king presents an attack of arms and snatches the fame of his foes. (KAD,II,35 1, 
356.) 

Udbhata brings in the ideas of ‘equal’, ‘inferior’ and ‘superior’ in the 
exchange, resulting in advantage or disadvantage. All the three illustrative 
verses describe Visnu, giving his valour for victory and fame, exchanging gems 
for the invaluable kaustubha jewel, bestowing protection on the gods and 
assuming the dwarf form. (KASS,V, 16-18.) 

Rudrata mentions the mutual exchange of things and also brings in 
‘well known secondary usage’. In the illustrative verse, the plain exchange is 
apparently in ‘her presenting herself to the lover’s eyes and taking away his 
life breath. The ‘stealing of his heart and giving him longing instead’, 
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apparently involves upacara ! He takes the idea of transposition to (the second 
variety of) parydya alankara, (KAR,VII,77-78;44-46.) 

Bhoja includes transposition <vyatyaya> in parivrtti So transformation 
resulting in mutual contrast, even in the absence of‘exchange’, comes under 
parivrtti, which means an opposite turn. And realising the metaphorical nature 
of most such contrasts, he mentions mukhya and amukhya expressions of 
parivrtti 

Ex.79. This verse from Sisupalavadham has an element of arthdntaranydsa, in 
the remark on the workings of fate. The commentator also notes this figure. 

Ex.80. In this verse from Gathdsaptasati, Bhoja points out that the redness 
stolen from the lips of one and bestowed in the eyes of the other woman, is 
not by itself of consequence, but it indicates the joy of one wife and the 
anguish of the other wives. 

Ex.8 1. This verse from Kirdtdrjuniyam is an engaging description of elephants 
romping in the river, and their massive forms and playful mood are both 
apparent in the ponderous compounds interspersed with simple words. The 
exchange of fragrance between the elephants and the water, of ichor and of 
lotus blooms, is naturally described, without the metaphor of barter, purchase 
etc.. 

Ex.82 describes Jatdyu's gaining the radiance of fame by giving up his old, 
spent body in combating Ravana, In this the metaphor of buying is employed 
and so the expression belongs to amukhya vrtti 

Ex.83 is a verse from Kirdtdrjuniyam, describing the effect of wine, in the 
manner of parivrtti, in which both the words, vyatyaya and vinimaya, occur. 

Ex.84 employs double entendre to establish the transposition and exchange 
of kara, Pun comes under the primary mode of signification; nevertheless, 
the employment of another figure, sle$a, and the secondary mode of 
signification involved in interpreting one kara as support, brings this under 
amukhya vrtti 

Karika 31. Drstanta which is reckoned as a separate alankara by later 
rhetoricians is brought within the bounds of nidarsanam by Bhoja, He includes 
it in the definition of the latter. In Chapter IV he refers to nidarsanam as 
drtfanta-alankara, which he distinguishes from dr$tantokti there. While the 
former presents the sadhyadharma, the latter presents the sadharmya. 
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In Natyasastram, among the laksanas, drant a is defined as illustrating 
<nidarsanam> the situation which is obtaining, with similar ones. In the example 
provided by Abhinava, a person’s avoiding good men and mixing with wicked 
men is equated with consuming virulent poison and other such self-destructive 
actions. (NS, XVI, v. 25 and AB.) So the notions of comparison and teaching 
are present in these two terms from early times. 

Bhamaha defines nidarsana as showing the point of a particular (event / 
observation), with the verb itself, without the aid of words like ‘as’, ‘like’ etc.. 
The verse he cites is - the sun with subdued lustre is about to set, telling 
fortunate men that rising is ultimately for a fall. So the idea of comparison is 
involved in this nidarsana. (KAB, III, 33, 34.) 

Vdmana also defines nidarsanam as (an action) linking itself with the 
point to be made, by the verb itself, and in his vrtti speaks of dr$tanta or 
example. And his verse is similar, in which a yellowed leaf falling from the 
tree, teaches that climbing high is ultimately for a fall. (KASV, IV, III, 20 and 
ex.) 

Dandin defines nidarsanam as another event leading to a result, illustrating 
the similar result, good or bad, (of the event which is the main subject). His 
illustrative verses are borrowed by Bhoja, although the latter’s definition is 
worded differently and includes the well-established nature of the example. 
(KAD,II, 348, 349.) 

Udbhata speaks of vidars'ana, as making an upamana-upameya relation 
even between things which may have no connection. And in the example, a 
woman, even though beautiful, lacks lustre without a suitable husband, like 
the night without the moon. (KASS, V, k.10, ex. 9.) 

All these definitions and examples have an element of establishing a 
truth or precept and an element of comparison. Bhoja contributes his 
categories, of the example preceding or succeeding or accompanying the 
maxim, expressed in a straightforward manner or deviously. 

Ex.85. This verse is used by Dandin to illustrate the result / object of an 
action. There is a slight difference in reading here, in that ‘ vibhavayiturri (or 
‘ vibhdvayani) has been changed to ( vibhdvayali. Bhoja’s intention seems to have 
been to make the drstanta precede the dartfantikam as per the category purvam, 
and so he does not continue the sentence from the first line to the next. But 
the reference is still to the rising sun. Two separate statements with two 
different subjects are not given, with the bimba-pratibimba relation, which later 
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writers include in both drstanta and nidarsana. 

Ex.86. In this expression, the comparison between the conduct of fire and 
that of a good man, i.e., the impartial assistance they both provide, is implied 
in the admonition, ‘you must not forsake those who have fallen into 
misfortune.’ 

Ex.87. In this verse it is not very easy to separate the drstanta from the 
darstantikam. The comparison between the beloved who is on all sides and 
the cross roads where all the paths converge, and between the traveller’s path 
which is certain and the beloved who is one, is not veiy clearly discernible. 

Ex.88. This verse from Mudraraksasam is considered vakram, because the 
misfortune has been hinted at by ‘what is this that has befallen me?’ and also 
because of the change in the order of presentation and disparity in gender, 
number etc. of the compared things. In the drama, both the statements are 
illustrations of a predicament the character, has fallen into, as he fears the 
interrogation and punishment at the hands of Ganakya, 

Bhoja makes several distinctions between modes of expression, straight 
and devious, explicit and implicit, primary and secondary, and there are 
slight differences between these distinctions. 

Ex.89. This verse is used by Dandin to illustrate the bad result of action. Bhoja 
has not changed any words, since the category samam does not require it 
[See note on ex. 85.1 

Ex.90 presents the drstanta and darstantikam together. Since double entendre, 
and not similarity, provides the link, the comparison is artificial. And the 
deviousnes lies in the figurative interpretation of tahkdra. 

Nidarsanam also refers to a satire or didactic story and the stories in 
Pahcatantra belong to this class. (Indian Kdvya Literature by AK. Warder, vol. 
I, p. 194, no. 452.) 

Karikas 32, 33, ex. 91 -102. Bhamaha defines vyatireka simply as ‘pointing out 
the distinction of the subject being described over the upamana, and gives 
one example. The girl’s eyes with long lashes are both white and dark and 
have a red glow, whereas the lotus is only white and the blue lily is only dark. 
(KAB, II, 75, 76.) 

Udbhata uses his terms, but adds that the reason (for the distinction) is 
either not given or given <adr?ta-dr$ta>. [This corresponds to the pratiyamdna 
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and sabdopatta presentation, referred to by Dandin and Bhoja but it is the 
similarity which they make the object of such presentation.] In one, Umd 
surpasses the itaAw-captured moon with her body, lean with penance. In the 
other, her face puts down by its constant lustre, the lotus which lacks it during 
the night, and the moon which lacks it during the day. 

He brings contrasting (one instance) with another instance also under 
vyatireka as the intention is to show the superiority of the subject described. 
In the verse Uma\s distinguished from other ascetics who also live on withered 
leaves, air and water, by her lack of pride. 

Udbhata mentions another type in which a word which could serve double 
entendre, is repeated to present the distinction. Umd surpasses the gloiy of 
winter which is known for one (month named) Tapas by her long tapas 
(penance). (KASS, II, k. 6-8, ex. 7-10.) 

Vdmana includes in his definition, the superiority in quality of the 
upameya and he gives two examples. In the first the fawn-eyed one’s face is 
equal to the moon, only the latter is marred by a stain. In the second, the 
damsel’s glance challenges a field of lilies, condemns fresh honey, mocks 
nectar etc.. In the latter he points out that the guna is implicitly known 
<gamyamana> , implying that it is stated in so many words in the first example. 
(KASV, IV, III, 22 & ex.) 

Rudrata explicitly mentions the showing of a guna in the upameya or a 
dosa in the upamana to establish the superiority of the former. While this is 
considered as vyasta by him, corresponding to the ekavyatireka of Dandin and 
Bhoja, showing of both he calls samasta; this corresponds to their ubhayavyatireka. 

Rudrata also speaks of another variety, in which a guna is shown in the 
upamana, and the opposite do$a in the upameya (KAR, VII, 83-90.) Nobody 
seems to have accepted this variety, as the purpose of vyatireka itself is to 
hold up the upameya against the upamana. Mammata in fact disagrees with the 
attribution of superiority to the moon in the illustrative verse provided by 
Rudrata. In this the damsel is being asked to be appeased, as youth, once 
gone, will not return, whereas the moon, though waning, will wax again. 
Mammata interprets this vyatireka as establishing the higher degree of 
ephemerality in youth. (KP.Ch.X, k.l05ab, ex.462 & comment.) 

Bhoja brings all the ideas presented by Dandin in his exposition of 
vyatireka compactly into his own definitions, and contributes his share of 
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logical division, extension and omission. Karika 32 is from Dandin, the second 
line being slightly altered to include bheda as a synonym of vyatireka So Bhoja 
ignores the establishment of superiority <adhikya> of the subject being 
described, although the ideas of similarity and comparison are accepted. 

After presenting an example Dandin remarks that the superiority <ddhikya> 
of the subject was presented in this, and that he will now speak of the sadrsa 
variety. In the illustrative verse, the face and the lotus are both open and 
fragrant, and -the contrast is made in terms of similar items - the hovering 
bees and the moving eyes. (KAB,II,192,193.) Here vyatireka lies in apparently 
differentiating, not in holding up the upameya as superior. 

Bhoja makes no reference to superiority, and logically extends the notion 
of sadrsa to that of asadrsa, i.e., the presence of the similar feature in both, to 
its presence in the upameya alone. 

Again Dandin mentions the distinction from its jati of the subject 
described, i.e., of the darkness of youth from darkness in general, in the 
example. So Bhoja makes two categories, svajati and svavyakti vyatireka, by 
drawing out the notion of individual, from the notion of class. 

Dandin also speaks of ekavyatireka and ubhayavyatireka, i.e., pointing out 
the distinction in one or in both (the upameya and upamana), and mentions 
and illustrates the similarity being given in so many words, and that remaining 
implicitly known. Dandin speaks of slesa, hetu and dksepa serving vyatireka and 
illustrates these. Bhoja does not refer to these combinations. (See KAD,II, 180- 
198.) 

Ex.91 is from Dandin, After providing this last example of vyatireka, he explains 
that the darkness ofyouth is distinguished from its jati, i.e., darkness in general. 
(KAD,II,197,198.) On closer examination, there is upama underlying this, 
for the darkness of youth is figurative, and does not belong to the class of 
darknesses, of night etc., which can be dispelled by the sun’s rays. 

Ex.92 proceeds logically, from svajati to svavyakti In this distinction of the 
man’s honour from himself, which is greater, there is no upamana-upameya 
relation. This is one of Bhoja’s logical extensions. 

Ex.93. This verse aligns the upamana with the upameya by means of double 
entendre, and the distinction is also made in the same way. But Bhoja makes 
no reference to the slesa in his comment 
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Ex.94 is employed by Rudrata to illustrate the vyasta (exclusive) indication of 
dosa or guna. In the first line the do$a of the upamana, and in the second line 
the guna of the upameya, are brought out (KAR,VII,87.) 

Ex.95 is a verse from Dandin. He explains in the next verse why this is 
ubhayavyatireka, But he also does not notice the double interpretation of the 
words in the verse. (KAJD,II,183,184.) 

Ex.96 is again from Dandin. In the previous verse he introduces the type, i.e., 
pratvyamana sadrsya accommodating the vyatireka. (KAD.II, 1 89,1 90.) In this 
verse neither the superiority of the upameya nor the presentation of two similar 
qualities as distinguishing features (as in sadrsa-vyatireka ) is observed. 

Ex.97 is also from Dandin, In the previous verse Dandin refers to the sadrsa 
type, distinguishing it from the statement of difference alone for showing the 
superiority (of the upameya). And in a later verse he points out that the similarity 
has been presented in so many words and the difference made on both 
sides. (KAD,II, 192,193,196.) 

Ex.98 is another sadrsa vyatireka from Dandin. He explains in the next verse 
that the limpid brightness of the sky and water are pratiyamdna. 
(KAD,II,194,195.) 

Ex.99 presents Bhoja 3 s interpretation of asadrs'aas the absence of a comparable 
quality on one side. There is no precedent in Dandin for this. In the verse the 
rain has stopped falling in the mountain valley, but the stream of tears has 
not on Rama. The comparison also is brought about by the double 
interpretation of bhubhrtas mountain as well as emperor. 

Ex. 100 is again from Dandin, After citing the verse he explicitly states that 
adhikya was presented in this. (KAD,II, 191,192.) But Bhoja calls this asadrsya, 
on the ground that the similar quality is not to be found in the deer’s eyes. 
So the loaded contrast of adhika-sadrsa is replaced by the technical, neutral 
one of sadrsa-asadrsa by Bhoja, 

Ex. 101 is analysed and Bhoja points out vyatireka at several levels, operating 
in several ways in this verse. Here asadrsyam takes the form of opposite qualities, 
and is no longer the absence of a quality on one side of the comparison. The 
same verse is repeated in Chapter IV to illustrate the sahkara of the mirror- 
image form, combining hetu and vyatireka. 

Ex. 102 again illustrates several operations of vyatireka and Bhoja points the 



way to finding other such combinations and other examples of the varieties 
left unillustrated by him. 

Karika 34. Samahitam has been conceived of differently by Bhamaha and Dandin, 
on the one hand, and by Udbhata on the other, with Vamana following another 
line of thought Udbhata’s interpretation has been adopted by several later 
writers, and the term samadhi has generally replaced samahitam for the earlier 
conception. Bhoja however follows Dandin, adding his own qualifications and 
categories as usual. 

Bhamaha does not define samahitam, but his illustration would fit Dandin’s 
definition. In that as the damsels are setting out to seek Rama, Narada appears 
before them (to assist them). Perhaps this is closer to the sandhi-anga named 
samadhana in dramaturgy, for Bhamaha does not quote a verse but only cites 
the name of the play and mentions this situation, obviously in his own words. 
(KAB,III, 10.) 

Dandin seems to have incorporated this idea related to dramatic 
structure, into poetic expression; for his illustration expresses in a single 
verse, the unexpected help afforded by the sudden sound of thunder to the 
lover prostrating before his beloved, in an effort to appease her anger. (KAD,II, 
298,299.) 

Vamana also connects samahitam with a situation, i.e., a felt similarity 
becoming actual identity. He quotes the verse in which Pururavas sees a likeness 
to Urvasi in the creeper, and adds in his comment that, in fact, she has been 
transformed into that creeper. (KASV,IV,III,29 & ex.) 

Udbhata defines samahitam as controlled abatement of a rasa, bhava, or 
its abhasa, without giving room for the evincing of another emotion. The 
illustrative verse depicts $iva approaching Uma, with a civil greeting, keeping 
in check the fire of love burning in him. (KASS,IV,K.7,ex.8-9.) The influence 
of dramaturgy is evident in all these conceptions of samahitam. 

Ex. 103 is the verse provided by Dandin for samahitam. The same is quoted by 
Mammata for illustrating the alankara now called samadhi 

Ex. 104 from Kiratdrjuniyam is an apt example of samahitam, conceived of as 
assistance from unexpected quarters, for a task which has been begun. 

Ex.105. Although there is an intelligent devising of assistance in this verse, 
since it is in the form of prayer, the effect is lost 
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Ex. 106 again includes clever self help but the summing up, ‘who has not 
heard of Ravand, destroys the effect. 

Ex. 107 is averse from Malatimadhavam, in which Madhava’s friend reassures 
him that since his love is parallelled by Malatl’s attachment, it will surely 
succeed. He makes this statement after they see a picture of Madhava painted 
by Malati and hear a report of her interest in him. In the commentary the 
sandhi-anga called samadhana is identified here, as the seed of their romance 
has taken root.. 

Ex. 108 cleverly converts the natural responses of the wife into the formal 
welcome ritual. The sudden, unexpected arrival of the husband can be 
gathered. 

Karikas 35-38. Bhrdnti is counted among the sandhi-aniaras of drama by Bharata, 
It is not explained or illustrated by Abhinavd but he makes the general remark 
that all these involve vibhava, anubhdva and vyabhicdrls . (NS,chXIX,v. 109.) 
Evidently it involves delusion on the part of a character in a situation. 

Dandin’s mohopama is said to approximate to bhrdnti In the illustration, 
the lover follows the moon, taking it to be the beloved’s face. (KAD,II,25 & 
comment) 

Rudrata introduces the bhrantiman alahkdra in the aupamya set of 
ornaments. He defines it as the ‘sure’ perception of a similar thing in the 
thing in view. In the illustrative verse, the king is praised thus - with the land 
in his care, the smoke of sacrificial fires so densely covers the horizon that 
swans are distressed, taking them to be rain clouds. (KAR,VHI,87,88.) 

Later writers have also stressed the basis provided by similarity for bhrdnti. 
Bhoja does not speak of any basis for the error, but busies himself in 
distinguishing between the different types of error, and the different responses 
it leads to. On the whole, he seems to conceive of it more on the lines of 
bhrdnti in the structure of drama, than as a hyperbolic extension of upama, 
which is the foundation of most figures of speech. 

Ex. 109. In this verse, the deliberate steeling of his heart by the hero and 
taking the bosoms of the celestial damsels for elephant temples, does not 
deserve the name bhranti, as it is aimed at dispelling delusion of another 
type. 

Ex. 1 10. This verse also depicts a situation - the travellers seeking shade 
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under a tree and discovering that they took the green parrots with their red 
beaks for the leaves and fruits. 

Ex.l 1 1 also does not make advantageous use of similarity. The same verse 
is quoted in Chapter V, for illustrating the emotion of mirth. With the word 
bhranti occurring in the verse, and the purpose being a fond praise of Kuna, 
neither the error nor the humour is effectively expressed. 

Ex.l 12 cannot strictly be called error, but communicates an unwillingness 
to err again. Bhoja lets his love of expanding an idea through classification, 
get the better of his conception of experience as well as expression. 

Ex.l 13. This verse from Vikramorvasiyam depicts caution rather than error, 
as Pururavas does not want to discover that again he has been wrong. But 
bhranti is well portrayed in his search for his beloved in a number of beautiful 
verses. 

Ex. 114. There are two errors in this scene - the cats taking the sculpted birds 
for real, and the public taking the motionless cat for a wood carving. This is 
a charming description of verisimilitude achieved in sculpture, and the scene 
is the city of Dvaraka, in tfisupalavadham. The commentator points out the 
skill of the sculptor conveyed by the bhrantiman alahkara employed in this 
verse. And Bhoja completes his triad of reactions - abandoning, adopting and 
ignoring - induced by bhranti, with this example. 

Ex. 115. Bhoja presents this verse, probably to bring the bhrantiman conceived 
on the basis of aupamya by Rudrata, which must have gained popularity in 
discussions of poetry, within the range of his own bhranti, which covers more 
ground than similarity. In this verse poetic expression is observed thriving on 
the rich field of upama. Mammata offers the same verse to illustrate bhrantiman. 

Ex. 1 16 is a charming description of the girl’s face in which a chain of errors 
is strung together on the basis of comparison. Here again the emphasis is on 
upama and the error on the part of the bee is fancied by the poet. Although 
bhrantimala is not mentioned by any available work, the idea could have been 
familiar in literary circles, as mala is a popular term serving the notion of 
serial connection. 

Ex. 117. Bhoja goes to the extremes of bhranti now. Again Pururavas provides 
the example. While this verse illustrates the wild conjecture which bhranti 
leads to, the term upama-bhranti applied to it, is not intelligible, unless it is 
the upama in the distracted hero’s words, taking the grass for the parrot green 
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silk which has slipped down from UrvasYs bosom, that is being referred to. 

Ex.l 19,120. These illustrate bhrdnti resulting in perplexity. In the first, 
hyperbole plays a part, in that the flowers are so mantled with pollen that 
one cannot make up one’s mind whether it is the mango, kadamba or jambu 
which is before one’s eyes. In the second there is only hyperbole as, after 
enumerating the plantain stem, lotus, moon, lily etc. the poet wonders what 
this can be, in mock doubt. 

Bhoja has accorded his thorough treatment to this alankdranho, covering 
the situation of error in the development of the plot in drama, a slant given 
to comparison in poetic expression, as well as hyperbolic description. 

Kdrikas 39,40. The vitarka form adopted by poetic expression naturally follows 
bhrdnti into the expert’s attention. Conceived of as a state of mind which 
accompanies other major emotions, it is a vyabhicdrl bhdva, and is described 
and illustrated in Chapter V. Here Bhoja pays attention to the expression 
employed in poetry to depict the mind caught in this rapid rush of conjectures. 
A number of possibilities are turned over by the mind to account for the 
stunning beauty, valour or might it encounters in a situation. The poet usually 
goes into flights of fancy to convey the wondrous experience. 

Whether one accepts or not the minute distinctions which Bhoja makes 
the grounds of his classification, one must grant that he has drawn delightful 
verses from situations in drama and poetry, to present the imaginative 
conception of conjecture. 

Ex.l 21-126 are all taken from great works of poetry and depict a striking 
encounter. The first verse, from Hanumanndtakam, describes Rdvana ^ sighting 
of Jatdyu, who looms up like a mountain before him, as he bears away Sitd to 
Lanka, through the sky. 

In the next two verses wonder is expressed at the beauty of Urvasl and 
tfakuntald, respectively. Bhoja makes the technical distinction that the first 
goes totally against the truth, and the second partly follows truth, in putting 
forth guesses about the creation of the extraordinary beauty before the hero. 

The next verse from Meghadutam imagines the journey of the rain cloud 
through the sky, gazed at by siddha women,wondering whether it is a mountain 
peak being blown away by the wind. Since this is pure fancy, Bhoja distinguishes 
it as mithya from the amithya variety which he illustrates in the next verse. The 
guesses flashing through the minds of the ganas are centred around £iva and 
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Arjuna who are actually before them, but are difficult to identify, so swift is 
their combat. The next verse is also from the same scene in Kiratarjuniyam, 
expressing Arjuna’s perplexity at suddenly finding himself powerless before 
the ‘hunter’. 

Karika 41. Bhoja has evidently studied the three alankaras, militant, pihitam 
and tadguna introduced by Rudrata, and taking the common' feature of‘being 
hidden from view’, brings them under one head. As usual he provides the 
barest minimum byway of definition, and proceeds to add more information 
and reasoning in the categorisation, illustration and comments. Here too he 
has not forgotten to bring in the abhidhiyamdna-pratiyamana distinction. 

Rudrata considers mllitam in the vastavam group of figures, where the 
object is the presentation of facts, events or feelings. He specifically mentions 
the veiling of joy, anger etc., by signs common to these and other facts (such 
as natural graces, and passing states like intoxication). In the illustrative verses, 
the naturally lovely sidelong glances of the damsel make her being in love 
remain unnoticed; proud women’s eyes and cheeks, flushed with wine, conceal 
their anger from their lovers’ eyes. (ICAR, VII, 106-108.) 

Rudrata considers pihitam and tadguna under the atisaya group of figures, 
in which similarity, greatness, speed or any other feature is presented in the 
most striking manner possible. In pihitam one quality in the subject completely 
overshadows another in its impact In the illustration, the enhanced lustre, 
like that of the crescent moon, completely eclipses the wasting thinness of 
the girl who is pining for her lover. (KAR,IX,50-51.) 

Tadguna is defined as the imperceptibility of the difference between 
two things which share one quality and are present together. Another 
interpretation is - the complete absorption by the subject of its companion’s 
quality, which is different but overwhelming in degree. The first is illustrated 
by the abhisarika remaining undiscovered in the moonlight because of her 
sparkling white robes and fair skin. In the second, the garland of (white) kubja 
flowers around the golden neck creates the impression of (gold hued) campaka 
flowers. (KAR,IX,22-25.) These two interpretations seem to have come down 
in the alankaras, sdmanya and tadguna, respectively, in later writings. ( Alahkara 
Ko$a, p.225.) 

Ex. 1 27. This example is similar to the second example given by Rudrata for 
militant, seen above. Bhoja adds his observation, that the quality which effects 
the covering, is expressed in words. 
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Ex. 128 from Gathasaptasafi is built around similarity, questioning etc., and is 
intended to describe the lustre of her eyes by showing that they keep the ear 
lotuses unnoticed. This would fall under the aupamya group of Rudrata, where 
the hiding of feeling has no place. 

Ex. 1 29,130, Bhoja’s illustrations give the impression that pihitamis deliberate 
hiding, and apihitam the betrayal accomplished by such hiding of feeling. 
Perhaps the word apihitam was chosen, because it can be interpreted as hiding 
as well as the opposite of hiding. Perhaps this is the germ of the later 
interpretation of pihitam as the insinuation by another that one’s secret is 
known to him. 

Since feeling is hidden, these verses conform to Rudrata’s definition of 
militam. Since the qualities, one hiding the other, are in the same base, they 
partly satisfy his pihitam definition also. So Bhoja is tempted to bring pihitam 
under militam. 

Ex. 13 1,132. These verses correspond to the two interpretations of tadguna 
offered by Rudrata. Rudrata also illustrates the first by a similar description of 
an abhisdrikd. Dandin brings a description of ladies walking in the moonlight 
to meet their lovers under atisayokti, as there is an element of exaggeration in 
the ladies in white being invisible in the moonlight (KAD,II,2 1 4,2 1 5.) It is 
later that Rudrata speaks of a whole class of alankdras called atisaya. 

The term atadguna is employed by Bhoja, probably to emphasise the 
contrast between the qualities involved in the concealment Mammata and 
other later writers contrast an atadguna with their tadguna alahkara. In this one 
entity does not absorb the quality of another, even though that might be 
stronger. (KP, ch. X,k.l38 ab,ex,564,565.) 

Kdrika 42. Again it is Rudrata who has set the example in making ‘remembering’ 
an alahkara But he keeps it in the aupamya group, and restricts it to the 
recalling of a similar thing experienced earlier, when confronted by a particular 
thing. The peacocks in the illustrative verse recall black serpents while seeing 
strings of large, dark beads in the king’s palace. (KAR, VIII, 109-110.) 

Bhoja*s conception is more comprehensive and his smaranam is the poetic 
expression of the transient state of recollection, supporting other major 
emotions, which he considers in Chapter V. The similarity of the object 
witnessed to another experienced earlier, is only one cause of recall. From 
situations in plays Bhoja culls other circumstances leading to reminiscence, 
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and provides lovely verses from Sakuntalam, Uttarardmacaritam etc., full of the 
poignant charm of memory tinged with feeling. 

Ex. 133. Here the ostensible basis for recalling the beloved’s eyes is the 
similarity between them and the khanjana birds sighted, but the blending of 
memory with despairing sighs reveals much more. This verse is more expressive 
than the one provided by Rudrata, 

Ex.134,136 present two different shades of smaranam from the scene in 
Sakuntalam, where Dusyanta’s memory has been revived, but having already 
banished Sakuntala, he has no way of reaching her. In the first, remembering 
is accompanied by the anguish of separation. In the second, as he is 
momentarily lost in beholding her in the painting, smaranam takes the form 
of the rude reminder of the present 

Ex. 135,137 are from Uttar ardmacaritam, where, years after banishing Slid, 
Rama happens to visit the scenes of his idyllic happiness with her, and pensively 
notes that where once a stream flowed, now there is a sandy bank, etc., but 
the hills remain the same. The wonder commonly experienced in visiting 
some scene years after one’s previous visit is charmingly conveyed in the 
first verse. In the second, the hand of Slid which he knows so well is again felt, 
and the thrill of rediscovering that delicate touch is technically called 
recognition, and brought under memory by Bhoja, 

Ex. 1 37. Bhoja does not leave out the remembering of a dream, which is a 
common experience and an important event in many dramatic plots. This 
dream is recalled by the royal hero of Viddhasalabhahjika, of the girl whom he 
is designed to many. 

Unlike most other critics who take smaranam as an extension of the 
notion of comparison or aupamya, Bhoja, we find, has kept it close to the 
human experience of memory, and to its role in building up an emotion in 
a literary work. The presenting of memory with the attendant regret, wistfulness, 
thrill or enchantment demands the suitable employment of words. Probably 
from this point of view smaranam can be considered as an alafikara or effective 
mode of expression. As in jati, here too one cannot lay one’s hands on any 
symmetry or pattern in the expression, 

Kdrikas 43-45. Rudrata is followed again, in making bhdva an alahkdra, Rudrata 
interprets bhdva in two ways. A change in the person due to a cause which is 
not a necessary one, revealing his feeling and its connection with the cause, 
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or the revelation by one statement, of a totally different purport, can be 
called bhava One verse describes the darkening of the girl’s face on seeing 
the village youth sporting a sprig of vahjula blossoms. This is similar to a 
verse our author employs for suksmam. In the other, the daughter-in-law, 
apparently refusing shelter to the traveller, enumerating the ‘difficult’ 
circumstances, is inviting him to stay. (KAR,VII, 38- 41.) The latter is nearer 
Bhoja’s conception of bhava 

Bhoja shifts the emphasis from the revelation by one’s behaviour of the 
intent behind, to the charming portrayal of the action ensuing from an 
intention. As usual he makes distinctions such as ekatah and ubhayatah, but 
the examples bring out the difference between deliberate action ensuing 
from an unexpressed intention and the subtle betrayal of feeling or intent by 
a change of face or other involuntary reaction, which we saw under suk^mara 
He mentions one hrdyam, which he identifies with his sodbheda bhava, but no 
alahkaraof this name is met with in the available earlier works. 

Ex. 139,1 40 from Gdthdsaptasati portray with charm and humour the eager 
display of her son’s teethmarks on the berry by a wife to her husband, and 
the wife’s washing her laughing husband’s feet before the sun has set The 
wife’s readiness for dalliance and the couple’s wanting to shut the world out, 
are the intentions drawn out by Bhoja These are no more ‘disclosed’ than 
those in the following examples, although the wide eyed eager look of the 
wife and the laughter of the couple are given. 

Ex. 141,142 portray typical rural scenes. Again Bhoja explains the intention 
behind the travellers’ watching the eyes of the girl who is guarding the crops, 
and that behind the husband and wife descending the Godavari bank. These 
verses would serve the dhvani writers well. 

Ex. 1 43 is presented as the illustration provided by others for hrdyam, but the 
verse is not available in full and is not very intelligible. 

Ex.l 44-145 are the verses which Dandin cites after defining suksma The 
second verse explains the suksma in the first. (KAD,II,26 1 -262.) Bhoja sees 
in the phrase ‘unable to communicate’ no trace of involuntary gesture or 
change in appearance, and in the action of closing the lotus petals he sees a 
definite intent-laden action, and so would bring the verse under the scope of 
bhava 

Karika 46. Next the poetic conception of the pramdnas or valid sources of 



814 




knowledge enumerated by Jaimini is taken up. Later eight alahkdras embodying 
the pramanas have been enumerated by Amrtanandayogin. The two other 
pramdnas added are sambhava and aitihyam. ( Alankdrasangraha,V , k. 64-65, ex.) 
Bhoja must have introduced this idea in poetics. Pratyaksa or direct perception 
is for the first time treated as an alahkara. Bhoja takes all the kinds of direct 
perception considered by philosophy, that by the senses as well as by the 
mind, and by the soul, and finds suitable examples for them. 

Ex. 146,147 are from the description of madhupanam in the course of the 
travel undertaken by Krsna’s army in Sisupalavadham. Offended wives are 
placated by the offer of wine, and the first verse describes the keen pleasure 
enjoyed by all the senses in the cups ofwine the ladies are coaxed to sip. The 
second describes the conquering of timidity by the wine and the glance which 
the new wives dare to lift to their husbands’ faces. Bhoja tries to show that 
sense perception has been beautifully portrayed in poetiy. He does not.bring 
these verses under kavyalihgam, atisayokti etc. pointed out by the commentator 
on the epic, nor does he call in jati or hetu here, since the focus is on the 
pratyakyam, the process of perception. 

Ex. 148 is a verse from Malatimadhavam. These are the words of Makaranda 
who is wonderstruck at the swift turn of events. They describe the relief 
experienced by his heart (on hearing of Malatfs safety) and his alarm at the 
sudden disappearance of Madhava and the yoginl So this is direct perception 
of the feelings experienced, by the mind. 

Ex.l 49 illustrates the visualising of an object by the mind. Even in the dark 
house, with his eyes closed, the person sees the dear one’s face clearly. 

Ex. 150,1 5 1 present pratyaksam at the innermost level of the self. In the first, 
from Kirdtdrjunlyam, the boar, struck by arrows, on the verge of death, sees 
the earth reeling around him. In the second the bliss of a yogin who has 
reached deep into the self, is described. Our schools of philosophy place this 
direct awareness of self as the most immediate, highest knowledge. 

Kdrikd 47, ex. 152-157. Rudrata has already made anumanam an alankara. He 
defines it simply as presenting a proof <sadhaka> and the conclusion to be 
proved <sddhya>, either before the other. In the first illustration, the fact to be 
proved is presented first in imagined detail, and then the proof. In the latter 
the proof is first detailed, and then the conclusion. (KAR, VII, 56-58.) [Bhoja 
presents anumanam from the phala-pakya and the samagrl-paksa, corresponding 
to these.) 
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Rudrata speaks of another anumanam- presenting an event which is yet 
to occur as if it has already occurred or is sure to occur, from observing 
strong reasons for its occurrence. In the verse, observing the signs of spring, 
the poet says, ‘the wives of travellers are dead’. (KAR, VII,59,60.) [ Bhoja defines 
this in the nyaya manner, ‘from cause to effect’ <purvavah , and offers the same 
illustration,] 

Bhoja’s definition of anumanam follows nyaya completely. The terms 
purvavat, sesavat, samanyato drstah, linga, liiigin etc. are bodily taken from nyaya. 
As he does elsewhere, here too he brings in grammar in interpreting anumanam 
as the action of inferring <bhdvasddhana> and as the instrument of inference 
<karanasadhana> and links these with the conclusion <phala> and the reason 
<linga /sdmagrb for reaching it 

The illustrations are charming predictions of effects, tracing of cause, 
noting of invariable connections. The first two, showing purvavat and sesavat, 
are borrowed from Rudrata. In both the illustrations of samanyato drstam 
anumanam (ex. 154,157), the description seems to be centred around the 
sdmagrl or linga, i.e., the circumstances which lead to the conclusion, rather 
than around the phala or conclusion, although the earlier verse is intended 
to focus on that In the latter, Madhava is delighted at the sight of the matron 
Kdmandaki, for he knows that Malati will now come into view. His inference is 
expressed in an appropriate simile, namely, the lightening rain cloud 
appearing first, and then the showers, soothing the torment of the peacock. 

Just as in pratyaksam, the emphasis is not on the accuracy of anumanam 
as a source of knowledge, but in the vivid portrayal of the scene in which this 
‘reasoning’ is set and the accompanying feeling. For this is poetiy which 
depicts all human activity, including reasoning; this is not logic which employs 
reasoning. 

Kdrika 49. The nyaya school of thought defines sabda or testimony as the 
words of a benevolent authority <dptavdkyam\ This aptavacanam also seems to 
have been synonymous with dgama, but Bhoja keeps the first term, as he deals 
with the counsel from sacred as well as profane sources. Interestingly he 
classifies wise counsel into superior, middling and down to earth advice, and 
applies the distinctions of vidhi-nisedha, kamyam etc. as in ethics. 

Ex. 158 from Brhadaranyaka-upanisad imaginatively presents the three 'da's, 
damam, danam and daya in the sound of the thundering cloud. Expressed 
poetically, dharma appeals to the mind. 
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Ex. 1 59. This verse from Kumar asambhavam expresses Parvati’s shocked anger 
at the words of the ‘student’ who tries to dissuade her from aspiring to many 
Siva. The prohibition of even listening to derogatory words about great souls 
is observed by Bhoja in her angry reaction. 

Ex. 160 from Sundarakandam expresses Sita’s realisation that it is her good 
fortune that she has not died but has stayed alive, to meet Hanumdn who will 
eventually rescue her. If one stays alive happiness will reach one even after a 
hundred years - this is in the nature of practical wisdom and so belongs to 
the middle level. 

Ex. 161 containing a general prohibition of cutting a particular tree etc., is 
again not compulsory, as the occasion to cut, chop etc. may not arise. 

Ex. 162 is in the nature of advice on beauty and so optional. 

Ex. 163 is a cynical censure of the wifely fidelity exhibited by a young courtesan 
and is rightly called nisiddham. 

Karikd 50. Next the pramdna called upamanam or comparison is taken up. 
The Nydya school of thinkers and the Mimdmsakas accept this but interpret it 
differently. According to the latter, upamanam is the knowledge of similarity, 
i.e., when confronted by a wild cow, one realises that the cow one is familiar 
with is like this beast. The Nydya thinkers define upamanam as connecting a 
name with the thing it stands for, on the basis of a knowledge of similarity. 
One who has never seen a wild cow has been told that it looks like a cow, and 
when he sees one he relates the name ‘wild cow’ to the animal before him. 
Bhoja illustrates both. In addition he brings knowledge gathered from 
gesticulation, portrait, imprint and mirror image under upamanam as they all 
involve comparison. The terms mudra and abhinlti name sabdalankaras too in 
Chapter II, but their thrust is different there. 

Ex. 164 from Mahaviracaritam, incidentally satisfying the mimamsaka definition 
of upamanam, gives a grandiose account of Ravana countering the attack of 
Indra’s thunderbolt, while apparently describing Rama’s breaking the bow. 

Ex. 165. With this verse Vamana illustrates the upamd type which serves to 
present actuality <tattvdkhyanam> . (KASV,IV,II,7 & ex.) 

Ex.l 66. In this verse from Gathasaptasati, quoted again in Ch.V to illustrate 
the heroine who belongs to another, Bhoja now draws attention to the similarity 
conveyed through gesture, leading to a visualisation of the object indicated. 
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This presents a familiar knowledge situation within the scope of upamdnam. 

Ex. 166 relates a sketched figure with the original, i.e., the hero, and in that 
figure, the sign with the object indicated - the discus etc. with Vi$nu and the 
flower bow etc. with Madana. 

Ex. 167 from Kiratarjumyam illustrates the knowledge gathered from an 
imprint. The celestial damsels see the divine marks in the footprints left by 
Arjuna on the sand and, it is by relating them with his feet that they conclude 
that he is not an ordinary mortal. 

Bhoja then cites a verse on inference on the basis of similarity. 

Ex. 168. The reflected image serving upamdnam is illustrated next. This verse 
from Kumarasambhavam is a charming description of the rush of shyness 
overcoming Parvati when she sees the image cast by Siva behind her own in 
the mirror. 

Karikas 52,53. The Mimdmsakas accept arthdpatti or presumption as a separate 
source of knowledge. Bhoja seems to have followed Kumdrila in defining this 
pramdna as the resolution of an apparent incompatibility by assuming another 
fact He makes his own sixfold classification to accommodate the various 
incompatibilities perceived or otherwise known, which the poet builds upon, 
for a striking effect. 

Ex. 170. This is one of the verses Dandin illustrates atisayoktiw ith. This type of 
hyperbole seems to have earned the name nirnaydtisayokti later. , 

Ex. 170-175. All these verses include words like ‘ kalpaydmaJj , ‘ kathayati , 
‘vidmaH , so that they all apparently present a knowledge situation. Bhoja takes 
pains to identify all the other sources, pratyak$a, anumana, upamana, dgama, 
abhdva, why even another arthdpatti in these descriptions, which present the 
incompatiblity calling for the arthdpatti But it must be remembered that no 
logical incompatibility is really there, but only a semblance of the same, 
devised by the poet, to lend strikingness to the expression. And atisayokti 
plays a part in all such expressions. 

Karika 54, Ex.176-187. Bhoja now takes up abhdva or cognition of non¬ 
existence. Vaisesika thinkers postulated abhdva as a metaphysical category 
and consequently accepted its cognition also. The Nydya school brought this 
cognition under pratyaksaand anumana. Kumdrila of the mimamsd school spoke 
of anupalabdhi or the non-apprehension of something, as a separate pramana. 
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Bhoja follows the Vais'esikas in defining abhava as the non-existence <asatta> 
of things and illustrates all its varieties - prior absence, subsequent absence, 
mutual absence and absolute non-existence. These have already been 
mentioned under abhava-hetu, but there the emphasis was on the effect 
produced by absence or non-existence. Now the focus is on the experience 
of abhava, although only some of the verses (ex. 176,178,187) include words 
expressing cognition. The apprehension of absence or non-existence in these 
illustrations is tinged with the sadness, surprise etc. of human experience. 

The samarthya-abhdva has been added by Bhoja In poetry extraordinary 
beauty, valour etc. often find expression in total disbelief, like the 
inconceivability of Sakuntala’s birth from mortals, (ex. 181.) In the first 
illustration of absolute non-existence (ex. 179), misery is totally inconceivable 
in the favoured wife, with whose happiness, the pain it gives to the co-wives is 
charmingly contrasted. The second uses the sky-flower, with which total 
non-existence or fiction is illustrated by Vaise$ika philosophers, to describe 
the vanishing of the woman’s anger when the lover comes back. (ex. 180.) 

The pathos in Aja’s lamenting the death of Indumati (ex.l 77), the mischief 
in the woman telling her lover to explore her waist too, provided by double 
entendre in the description of the emperor’s conquests (ex.l 84), the feigned 
wonder in trying to distinguish between the eye and the lily adorning the ear 
(ex. 1 78), Kr?na’s plea to Yudhisthira to make no difference between him and 
Arjuna in assigning tasks (ex. 186), Madhava’s apprehension that, having lived 
through one loss of Malati, he may lose her for ever now (ex. 185) - all these 
express the experience of abhava well, while the formidable terms like 
pradhvamsaprdgabhavapradhvamsawhxch Bhoja employs to classify them, demand 
some labour from the reader’s mind. 

Other figures of speech are incorporated in these expressions of the 
perception of abhava For instance, ex. 187 has elements of upama and vibhavana 
as well, apart from being a good example of preyas. Virodha, drstanta and 
atisayokti are discernible in the verses 179, 181 and 178 respectively. 
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Kdrikas 1-4. From the time of Vamana, critics seem to have been dividing 
poetry into word and sense, and studying gunas and alankaras pertaining to 
either, separately. Udbhata’s commentator, Rajanakatilaka, seems to have 
thought of this distinction in two ways - (1) the embellishment is of the 
words or the sense, (2) the embellishment is done by the words or the sense. 
These two ideas seem to have been developed later by Ruyyaka and Mammata 
into the dsraya-asrayi and anvaya-vyatireka theories. But Rajanakatilaka himself 
seems to have realised that it is difficult to make this distinction in some 
instances, and that the alankdra must be attributed to both word and sense. 
(Bhoja’s Srhgara Prakasa, pp.3 71-375.) 

Bhoja creates a class of ubhayalankaras and enumerates 24 of these, by 
including those usually considered as arthdlankaras, and by clubbing several 
under a single head. But the placing of upama, utprek$a etc. under the 
ubhayalankara group does not seem to have been kept up by later writers. 
And this grouping of figures does not seem to have received much attention 
later. 

Karikd 5. Upama has been recognised ever since language began to be studied. 
Twelve expressions performing the task of comparison <upamd>, such as iva 
and vat, have been listed from Veda in the Nighantiu In his Nirukta Yaska 
explains them with examples. For instance he states that'yathtf is comparison 
of action. With fire, 'rupd (appearance) performs the comparison. He also 
gives a definition of upama i rom Gdrgya- ‘that which is not that but is similar 
to if. He records the idea that the task of upamas is to compare a lesser or 
less known thing with a greater or well-known thing. The comparison can be 
of the greater with the lesser [if the intention is derogation]. In fact he gives 
several examples of this derogatory comparison. 

Mentioning luptopamd he brings in the ideas of praise <pujd> and blame 
<kutsa>. While (calling someone) lion’ or ‘tiger’ is in praise, ‘dog’ and ‘crow’ 
express derogation. He also refers to this luptopamd as arthopamd. So all the 
ideas and several terms elaborated later in Poetics around the upama alankdra 
- puma, luptd, s'rauti, arthi etc., are present in germ in Yaska’s work. 
(Nighantu,lU,l3; Nirukta , 111,13-18.) Pdnini has dealt with the expression of 
comparison in several places and is quoted by rhetoricians. 

From Natyasdstram onwards all available works on poetry have recognised 
the vital part played by upama in poetic expression. Bharata defines it thus - 
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‘In poetic compositions whatever is compared on the basis of similarity is 
upama, It is based on form and quality.’ He speaks of comparing one object 
to one other, one to several, several objects to one and several to several, and 
gives examples. In addition to upama in praise and blame <pras'amsd, ninda >, 
Bharata counts a kalpitopama and s a dr si and kincitsadrsi varieties. While the 
term kalpitopama has been interpreted differently by Rudrata later on, the 
idea of conceit playing a part in presenting the upamana has been retained, in 
one variety of upama. Although the term Wm does not seem to have survived, 
the idea of the object being comparable only to itself has remained. The 
kincitsadrsi variety has been illustrated with an expression containing the 
comparison in a number of compounds, Abhinava explains that since the 
distinct presence of words expressing similarity is not there and there is no 
fusion of the two objects as in rupakam, this is kincitsadrsi. Bharata asks the 
reader to refer to folk poetiy for further enlightenment on upama, (NS,XVI,v.41 - 
52. GOS edn.) 

Bhamaha brings in the terms upamana and upameya in his definition of 
upama. The comparison of an upameya with an upamana which differs in place, 
time, action etc., because of a slight measure of some quality, is upama. And 
the similarity is expressed by ‘yathd and ‘ivd, the word Pat' expressing similarity 
of action. Upama is also expressed in compounds. He rejects the classification 
on the basis of praise, blame and desire to blurt out (which last seems to 
have become another motive for simile, as we see in Dandiri). For all these 
ideas are present in the idea of the similar quality. Nor does he consider 
malopama etc. to be very important. 

Bhamaha speaks oiprativastupama under upama. By placing together two 
sentence purports which have some similarity, even without the employment 
of yathd or iva, the similarity of quality can be expressed. The example he 
gives is the familiar one of‘rare are good men whose wealth is available to 
all; few are the wayside trees which bend with a load of fruits.’ (KAB,II,30-38.) 

Bhamaha devotes a lot of space to listing and illustrating the seven faults 
of upama counted by Medhavin, (ibid,39-65.) These have been dealt with in 
the first chapter by Bhoja, since all the faults of poetry have been studied 
there. 


Dandin adopts a descriptive, illustrative method, and presents a great 
variety of upamas. He casually defines upama as whatever similarity is perceived 
to spring up (between two things) and goes on to illustrate the entire field of 



Chapter Four - Notes 


821 


comparison <upamd-prapanca>. He shows the various intents and manners of 
comparison, with a number of examples, each named as another kind of 
upama. 

Without speaking of purna and lupta structures, he names the example 
presenting the common quality in so many words, dharmopamd, and that 
presenting only the upamana and upameya , vastupama. He speaks of 
vakyarthopamd in which the description of one (the upameya) is related with 
that of the other (the upamana) in the entire sentence, with one or several 
‘zWs. He does mention bahuvrihi compounds and affixes such as ‘ kalpap ’ 
serving upama when he finally lists the various expressions of comparison, 
but in the verses and fragments he cites to illustrate the various upamas, they 
are not to be found. The samasas and pratyayas with their limited capacity 
would not have served the various imaginative conceptions of comparison 
which Dandin presents. 

The prasiddhi of the upamana is shown to be deliberately reversed in 
v ip ary as a-upama. He brings in niyama exclusiveness, anyonya reciprocity, 
asadharana uniqueness, virodha rivalling, prati$edha denial, as forms of 
comparison. 

He illustrates the different ‘purposes’ - ‘praise’, ‘condemnation’, ‘desire’, 
communicating ‘fact’, ‘flattery’, apparent in comparison. The topics for 
comparison are varied, not only qualities but also actions, as we see in his 
hetupamd. 

The operation of conceit, seen in the kalpitopamd of Bharala, is carried 
further in adbhutopama. Abhutopamd , sambhdvitopamd and vikriyopama also 
develop the role of conceit in upama. Shades of hyperbole <atis'aya> , fancy 
<utprekyd> , doubt <sams'aya>, error <moha> are pointed out in simile. Nor is 
paronomasia <sleya> left out. 

Other developments like prativastupama and tulyayogita are also included. 
And the arrangement in the manner of mala and rasana are there in his 
bahupama and mdlopamd, respectively. 

Dandin dismisses the faults made much of by Bhdmaha, and shows 
examples in common speech and in poetry which do not offend, even though 
the disparity in gender and number is present. He also gives examples of 
bad similes. Finally he gives a long list of words and phrases through which 
comparison is accomplished. (KAD,II,14-60.) 
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Vdmana places upama at the root of the arthalankaras and brings all the 
ornaments spun around comparison into the upamaprapanca, (KASVJVJI-IIL) 
Like Bhdmaha, initially he defines upama as the comparison of the upamana 
and the upameya on the basis of some quality in small measure <gunalesatah>. 
The upamana is the superior entity which draws the lesser upameya to its level. 
He explains that although the two are relative terms and it is enough to 
mention one, both have been kept in the definition to point out that this is 
with respect to the objects commonly accepted as upamana and upameya. In 
common custom we come across ‘the face is like the lotus’, and not ‘the face 
is like the lily’. (We see that ‘well-known’ has come to be applied to the 
upamana-upameya pair, due to convention, and not to the upamana alone as 
the object abounding in the quality for presenting which in the upameya, the 
upama is resorted to.) 

He adds that upama can be created with a profusion of qualities 
<gunabdhulyatab by the poet’s imagination. In such cases, since the comparison 
is bound to be uncommon, it is in the profusion of qualities which succeeds 
in enhancing or lowering, that the upameya-upamdna principle wall be 
maintained. 

Vdmana immediately proceeds to the upama accomplished by the sense 
of a word / phrase <paddrthavrtti> and that effected by the purport of the 
whole sentence <vdkyarthavrtti>. In the example for the first, the comparison is 
located in one compound in the expression. The hair standing on end appears 
‘ kanakakana-sadharmS (like grains of gold). In the verse illustrating the second, 
the upama is accomplished by the word ‘iva' connecting the prince with his 
adorned appearance and the lofty mountain with its matching attributes. 
Apart from an allusion to samasa later, for explaining how disparity in gender 
is acceptable in samasa, he does not make any classification of the expression 
of upama - through vakya, samasa and pratyaya. 

[In the second chapter of the fifth section of his work, Vdmana does 
touch upon the compound serving upama. Questioning the rightness of an 
expression such as ‘bimbadharah piyatd, he explains how this compounding 
is valid. If we take the rule ‘the compared thing can be compounded with 
(the things to which comparison is being made, such as) ‘tiger’ etc.’, the 
compound should have been, ‘ adharabimbd . But if the combination is 
according to the supplement (to the rule on combining a ‘^’-affixed word 
with the same distinguished by the nan augment, to form a tatpurusa 
compound, eg. krtdkrtam) which allows the dropping of the middle term in 
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the compound, ‘ s'dka-pdrthiva, then the ‘bimba- shaped adhara can become 
‘bimbadhard , (just as the compound 'sdka-pdrthiva results from saka-priya/ 
pradhana-parthiva). In this way the usage ‘ bimbostha is also explained. But 
this rule can be applied only to explain cultivated usage, and compounding 
should not be done indiscriminately. (KASV,V,II, 14 & prose.)! 

Next Vamana distinguishes upama into the puma and luptd varieties. In 
defining the former he brings in the two remaining parts of upama, namely, 
guna- and dyotaka-s'abda. He briefly illustrates the upama displaying all the 
components, omitting the common quality alone, the word of comparison 
alone, and both. He refers the reader to the upama-prapanca {alahkaras created 
by expanding the simple notion of comparison) for discovering the omission 
of upamdna and upameya. [In prativastu, samdsokti etc., the underlying comparison 
is evident without mentioning the objects in the form of upameya and upamdna. 
Their absence has to be arrived at in a round about manner in his virodha, 
vibhdvana etc..] 

Vamana then classifies upama on the basis of purpose - praise <stuti>, 
blame <ninda> and presenting fact <tattvakhydnam>. The example he provides 
for the last (The group of stars yonder forming a wheel - know that to be the 
Rohinl asterism’) is rightly brought under the arthdlahkara, upamdnam (poetry 
imitating a pramana ), by Bhoja. Dandin’s conception of tattvdkhyanopamd is 
more poetic, i.e., clothing comparison in the garb of‘presenting fact’. ‘Not a 
lotus, this is only the face; not bees, these are eyes.’ (KAD,II,37.) 

Vamana enumerates six faults of upama, bringing under viparyaya both 
hinatvam and adhikatvam. He also shows where these faults do not mar the 
expression. (KASV.IVJI.) 

Vamana deals with the upama-prapanca. in the next chapter. He takes 
prativastu and upameyopama and ananvaya there. All the alahkaras he takes up 
now have an element of comparison, even vibhdvana, virodha and samdhitam. 
(KASV,IV,III.) We find that Dandin’s term, upama-prapanca, has been extended 
to cover a wider area. 

Udbhata elaborates Bhamaha ^definition further.The delightful similarity 
between upamdna and upameya which differ in time etc., is upama. By the 
employment of yathd, iva etc., the relation is established by s'ruti, i.e., directly 
in words. By combining words such as sadrsa it is accomplished in another 
manner. (The commentator Induraja supplements that this is drthl We see 
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that the terms srautl- arthl later came to name a prominent mode of 
distinguishing the expression of upama) 

Or upama can be expressed briefly, leaving out the similar quality, the 
word indicating comparison, or both, or the upameya as well. ( Induraja uses 
the terms puma and lupta in his explanation.) To the samasa method mentioned 
by Bhamaha, Udbhata adds other devices such as kyac, namul, vat and kalpap , 
identified as Errand taddhita affixes in Grammar, for conveying comparison. 
And he illustrates them elaborately, with technical explanations provided 
later by Induraja, 

Udbhata also brings prativastupama under upama. His example (like 
Bhamaha’s) presents rarity - of the wealth of beauty and goodness in the world, 
matched by the rarity of full moon nights in a year. (KASS, I,k. 15-23,ex. 18- 
31.) 

Rudrata divides alankaras on the basis of four principles - vastavam, 
aupamyam, atisaya and slesa. Under the general notion of aupamyam he brings 
all the ornaments working out comparison, similar to the upama-prapahca 
seen earlier. He states the purpose of aupamyam clearly. The aim of comparison 
is to bring the subject clearly into the comprehension of the reader, to present 
its true form, and this is done by saying, ‘It is like this’, calling in another 
thing. He lists a number of alankaras , beginning with upama, in which 
comparison of some sort is evident 

In upama the similar feature - quality etc. which is established in one, is 
shown to be present in the other too in the same way. He speaks of three 
ways in which it is expressed - in sentence, in compound, and through affixes. 
He does not mention the terms srauti-arthi, or purna-lupta. His treatment is 
simple, not going minutely into the technicalities of grammar, although his 
explanations do not violate the rules of grammar. 

He speaks of six kinds of sentence-effected simile. It is in defining the 
first kind of vakyopama that the four components - upamanam, one of the ‘ ivd 
etc. words, the common quality and the upameyam are enumerated, for they 
are all present in this. And the notion of prasiddhii s brought in while defining 
the next vakyopama, for the common quality, omitted in this type, is conveyed 
on account of its being well-known, merely by the power of the Hvd etc.. As 
the third and fourth varieties Rudrata includes the mutual comparison 
<ubhayopama> and self-comparison <ananvaya>. He calls the fifth variety 
kalpitopama and in this the upamana described with a number of attributes, is 
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compared with the upameya described with an equal number of corresponding 
attributes. The last vakyopama is the utpadyopama, which is also defined clearly. 
In order to show that the subject described has no comparison, some upamdna 
is considered to be suitable if it could possess an attribute which does not 
belong to it. 

His treatment of samasopamd is again simple. At first he considers the 
words for the upamdna and the common quality fusing in a ( latpurusa ) 
compound in which the sense of iva is contained implicitly. Next he considers 
this kind of compound incorporating the upameya also to make a bahnvrihi 
samasa, This is complete <sampiirna> as the three components are fused and 
the iva is implicit. He uses the term sarvasamasa for this, which Bhoja borrows. 
Or the compound could fuse only the upamdna and upameya, with the common 
quality and iva remaining implicit 

The third variety he names pratyayopamd. He defines this simply as the 
suffixing of a pratyaya to the upamdna to show the common quality, the sense 
of iva remaining implicit And he provides only one example. Next he speaks 
of the variety in arrangement, mala and ras'and, In the former an upameya is 
connected with several upamdnas through several common qualities. Ras'and 
is described as a series of things, one being the upamdna for the next. Another 
distinction is made between entire and partial comparisons. (KAR,VIII, 1 -3 1.) 

Rudrata does not speak of prativastupamd, Instead he presents a version 
of Bhamaha’s example for this alahkdra as an instance of what he calls 
ubhayanydsa alahkdra. In this, although the similarity between the two things is 
obvious, they are not presented in the form of upama, (ibid,85-86.) Following 
Vdmana and Rudrata, Bhoja also does not speak of prativ as tup am a, but under 
the broad category of samyam he keeps prativastukti 

Kdrikd 5. Borrowing from Vdmana is evident in this definition of upama, Vdmana 
has mentioned prasiddhi and gunabahulyam (in common speech and poetry, 
respectively.) Later authors, including Bhoja, do not seem to have understood 
Vamana’s intention in speaking of prasiddhi He brings in prasiddhi only to 
explain why he has mentioned both upamdna and upameya in his definition. 
And the term kalpitopamd, signifying a type of simile, has been wrongly 
attributed to him. He only says that upamds are invented <kalpitdh> around a 
great number of qualities (by poets, as contrasted with the common 
comparisons such as ‘face like lotus’which state the bare minimum of quality 
<gunales'atah>.) 
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Karikd 6. Bhoja does not use the terms srauti and arthi Instead he observes 
that the upama can be brought about in the compared quality being expressed 
<abhidhiyamdne> or being implicitly known <pratiyamdne\ 

We find that Mammata’s srautl-drthi distinction carries the explicit- 
implicit contrast into technical detail and is unnecessary for the analysis, let 
alone appreciation, of poetry. For instance, even though words like sadrs'a 
seem to convey their purport immediately to the reader, they are not srauti 
but are arthi And on the other hand, iva can form part of a nityasamasa. And 
so the expression can be arthi in a sentence and srauti in a compound. When 
the affix vat is used in the sense of‘as of or ‘as in’ it is srauti When however 
it is used in the sense of‘in the manner of, it is arthi (KP,X.) Dandin’s empirical 
and imaginative approach in listing indiscriminately all the various phrases 
in which comparison is couched, seems to be nearer the varied charm of 
poetry. But the pointless srauti-arthi distinction, initiated by Udbhata and 
consolidated by Mammafa in upama, seems to have been preserved down the 
ages. 

Bhoja’s approach in analysing expression in upama as well as in other 
figures with the help of the abhidhiyamana-pratlyamana distinction seems to 
be closer to the spirit of poetry. And many of the examples he presents have 
beauty of expression. He does, however, cite and explain Panini in his own 
laborious and sometimes obscure, manner. 

Karikd 7. Bhoja relies heavily on Rudrata for his classification and borrows 
some of his illustrations also. But he does not follow Rudrata’s approach. For 
he does not state the purpose of upama or define or describe its types, but 
explains them in his comments. 

Bhoja does not seem to be aware of the vital difference between vdkya 
and samasa (and pratyaya ) in the expression of upama. While, in the sentence, 
the syntax performs the task of comparison, in the compound, it is the fusion 
of words for different purposes that does the job. The sentence is the primary, 
simple manner of comparison; compounds and nominal affixes are more 
complex. Rudrata therefore deals with the vdkya first and then goes to the 
samasa. Bhoja reverses the approach, probably considering the part / pada to 
be more elementally than the whole / vdkya. The verses he quotes from great 
literature are a welcome change from the ‘correct’ illustrations provided by 
Rudrata. While some of his comments state the obvious, some are full of 
insight. 
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Bhoja reorganises Rudrata’s vakyopama, samasopama and pratyayopama 
classification into padopama (combining the last two) and vakyopama. And all 
the remaining observations on upamd regarding the arrangement into mala 
etc., and the modifications such as reciprocal comparison, which Rudrata 
presents miscellaneously, he brings under prapahcopamd The word upama- 
prapanca (used by Dandin and Vamana), which means the whole range over 
which the idea of comparison can be expanded, seems to have inspired him 
here. But he tries to justify his use of this term for a type of upamd, by 
drawing attention to the patterned expression <uktibhangi> and elaboration 
<vistara> of the comparison in the examples he presents under this categoty. 

Kdrikas 8-9, ex. 1 -4. Bhoja considers the types of samasopama in a manner and 
order which differ from those adopted by Rudrata. He methodically presents 
the three types of implicit inclusion - of the sense of comparison, of the 
common quality, of both, and then, the sarvasamasd type (thus coming back 
to the first variety of implicit inclusion). 

Ex. 1, comment This verse is cited by Rudrata after describing the first type of 
samdsopamd (KAR,VHI, 1 7-18.) Bhoja cites the sutram from Panini (AA,II,I,55) 
to show that the sense of iva is presented by the compounds themselves. 

Ex.2, comment This verse from Gdthasaptas'ati (GS,III,1 3) is a lively example 
of what Dandin would call vastupamd The second line would be inteipreted 
as containing an upamd omitting the upamana, by Mammata. Bhoja only points 
out that the qualities such as sweetness, whose presence in the upamana is 
well known, are implicidy known to be established in the upameya by die 
samasd through the comparing word itself. 

Ex.3,comment Rudrata also describes the new compound as ‘ anyapadarthe 
(indicating something else) and the example he provides is similar in structure 
and sense. Anyapadartha is a term used by Panini \n the description of bahuvrlhi 
samasa. While mrganayana (cited by Mammata) is a proper example for Panini’s 
rule (AA,II,II,24), supplemented by the varttikam, on the employment of this 
kind of compound for comparison, kamalakara etc. in this example are not 
So Bhoja’s explanation does not seem to be accurate. Elsewhere he speaks of 
the elision of iva through upacdra or secondary usage, in combining the 
upamdnaw ith the upameya, (Ex.6.) In his view, it can be assumed that it is after 
this combination of kamala with kara that the compound kamalakara 

is formed. Vamana’s example, ‘ bimbadhard , seen above, seems to be a better 
illustration of the compound eliding the common quality and the comparing 
word. 
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Mammata strictly follows Panini in illustrating the omission of the 
common quality and the word for comparison. Taking Panini to permit only 
upamd (and not rupakam ’) by the rule that the word for the thing compared 
can be combined with the word for the thing to which it is compared, provided 
the common quality is not stated, he gives rajakunjara as the example. 
(KP,X,ex.406.) 

But words like purusavydghra seem to be natural expressions of rupakam, 
employed profusely by poets, and bahuvrlhi compounds like candramukhi seem 
to serve upamd well, and other writers have used this kind of compound 
without any qualms for illustrating the various omissions in upama. The narrow 
application of rules of grammar can restrict the flow of poetic expression, on 
the one hand, and fault much beautiful poetry, on the other. 

Ex.4,comment. This verse is given by Rudrata for his sawasamasa upama. 
Mammata does not give any explanation for this kind of sarndsa serving upama, 
although he gives a similar example. Bhoja’s explanation glosses over the 
finer points which Rudrata has presented in his defintion. (KAR,VIII, 19-20.) 

Karikas 10-12. The term pratyayopama is from Rudrata. Udbhata and Mammata 
illustrate how the affixes briefly express upama, leaving out one or other part 
(not the upamana ). Bhoja ’sclassification into upamdndrtha etc. follows a different 
approach, taking the upamd components one by one and trying to show that 
the affix is primarily indicative of one of them. Induraja and Mammata do 
speak of the visranti or the immediate relation with the upamana or upameya 
or both, which words like ‘ sadrsa and ‘ tulyd are brought into. Bhoja seems to 
be examining affixes in a similar manner, when he explains upameyartha and 
upamdndrtha pratyayas. 

Bhoja is probably referring to Udbhata’s enumeration and illustration of 
the pratyayas , ‘kyad etc., and on account of his different approach, excusing 
himself from exhibiting and explaining them one by one. Thus the ‘kvip’ 
which is illustrated by Udbhata is left out On the other hand, because he 
considers them in relation to the four parts of the upama, he illustrates the 
l nini (connected with the upameya) which Udbhata leaves out 

Ex.5,comment The usual examples provided in grammar for‘doing something 
like that’ being incorporated into the agent, have been brought into this 
verse. The Panini sutram (AA,III,II,7 9) is explained to show why this upamd is 
of the upameyartha-pratyaya type. This krt pratyaya has not been illustrated in 
upamd by Udbhata and Mammata, although another, narnul, has been illustrated. 
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In this verse the ‘similes’, dhvanksaviravl etc., establish that the voice of the 
maiden is sweeter than the sounds of swan, cuckoo etc.. So here the surpassing 
of the usual upamanas by the upameya is expressed by providing derogatoiy 
upamanas for them. 

Ex.6,comment. Bhoja brings in the three affixes in Pdnini’s sutram (AA,V, 111,67), 
which Dandin has also included in his list of words serving upamd. While 
Udbhata and Mammata illustrate kalpap strictly as a nominal affix, (KASS,I,ex.30; 
KP, X ex. 399), Bhoja includes the word to which it is attached in a bahuvrlhi 
compound. He further explains how the affix primarily indicates the upamdna, 
which becomes a quality (of the upameya) whose degree is indicated by the 
affix. 


Bhoja brings in the notion of upacdra or secondaiy usage to explain the 
compounding of the upamdna with the upameya, (Here the upamana’s affix 
comes between them but does not interrupt the compound.) This explanation 
has to be applied to the samasopamd illustrated earlier, in which the upamdna 
and upameya were seen to be combined. 

Ex.7, comment This verse illustrates the serving the common quality. 

The use of kyac, kyah and kvip has been illustrated correctly by Udbhata and 
Mammata, observing the rules given by Pdnini, supplemented by vdrttikams, 
(AA, III, I, 10, 11; KASS, I, ex. 26, 27; KP,X ex. 396.) In Bhoja’sve rse, the kyac- 
and kyah -affixed words are not very happily formed. For instance, ‘ svargd ’ 
would have sounded better in the locative case, keeping l mrtd in the 
nominative. 

Ex.8,comment This verse from BrahmabindupanUad\s a simple expression of 
a great truth, aptly employing the affix vat Bhoja’s explanation is, on the face 
of it a laboured attempt at justifying his classification of pratyayopamfl into 
‘ivdrthapratyayd etc.. Nobody has contended that W’must necessarily include 
the similar action as well. 

But Bhoja seems to be making the point that the use of vat in this verse 
is stricdy only in the sense of‘as / like’, as the word ‘drsyati powerfully expresses 
the similar action, bringing before the eyes, the innumerable appearances 
presented by the one soul. This is in direct contrast to the use of ‘vat’ in 
comparing the wild cow with the cow. For that comparison has the puq>ose 
of identification, and the basis for identification, namely, the similarity in 
appearance, would automatically be included in the affix ‘vat\ 
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Udbhata and Mammata have illustrated all the possibe uses of vat, 
sanctioned by Grammar in the task of comparison, i.e., in the sense of‘in the 
manner of’, ‘like that of’ and ‘as in’. In fact the second example presented 
by Udbhata correctly uses the affix, but does not amount to upama. In that 
Siva is wondering whether Love has made Umd suffer like himself. (AA, V, I, 
115-116; KASS, I, ex. 22, 23; KP, X ex. 396.) 

Karika 13-17. Rudrata defines the first kind of the six vakyopamashe presents, 
as that which contains the upamana, the upameya and the samanyam, and one 
of the iva etc. words. In the second, although the common quality is left 
unexpressed [as in common speech], it is conveyed by the word of comparison 
itself, as it is well known. (KASS, VIII, 5, 7.) Vamana speaks of padartha and 
vdkydrtha expressing the comparison, and also classifies upama into purnd 
and lupta types. Dandin has even earlier spoken of one upama in which the 
common quality is specifically stated and another in which it is implicitly 
known. He has also spoken of vdkydrthopamd in which the purport of the 
sentence effects the comparison. 

All these ideas are organised and developed by Bhoja in classifying 
vakyopamd itself into two types - padarthopama and vdkydrthopamd. And he brings 
in the notion of lopa here, considering it under padarthopama, Mammata has 
systematically demonstrated how puma and lupta varieties can be expressed 
in a sentence, compound or affix. And he considers the manner in which 
these three kinds of expression effect the puma or lupta upama, and not the 
manner in which the comparison is arranged or spread out over the 
expression, part-to-part or whole-to-whole. But the decision on what 
component has been omitted often rests on a strict interpretation of the 
rules of grammar. For instance the upameya is considered to be omitted in 
one operation of kyac, even though it is present to common sense. Similarly 
the upamana is said to be absent in mrganayana, as the eye (of the deer) is 
missing in the compound. And while kyan only effects the omission of the 
‘tW, kvip serves the omission of the common quality as well. (KP, X, k. 89-90; 
ex. 408, 409, 403, 405.) 

A more suitable way to approach the notion of lopa in upama seems to 
be to consider only the omissions which are perceptible without referring to 
the rules of grammar, i.e., in vakyopamd. This is what Bhoja has done. Following 
Rudrata he classifies the samasopamds as antarbhuta-ivartha and so on, without 
bringing in the term lopa. 
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Bhoja applies his own method of classifying and naming the 
padarthopamas. The purna type of padarthopama is the first type of vakyopamd 
presented by Rudrata, which has a word for all the components. From the 
general sense in which Vamana uses the word lupta, Bhoja restricts it to the 
lopa of the common quality together with the word of comparison. The terms 
luptapurna and purnalupta seem to be arbitrarily employed, reflecting his fancy 
for juggling. He does tiy to justify them in his comments on the examples 
presenting the absence of the common quality and that of the comparing 
word, respectively, which he has given these eccentric designations. He does 
not consider the absence of the upamana, which Mammata presents in the 
negation of any upamana at all for the object being described, and the absence 
of the upameya, which Udbhata and Mammata mention, resorting to the 
technicalities of grammar to illustrate it. (KP, X,ex.400,408; KASS,I,ex.26.) 
Bhoja’s restraining himself from carrying the notion of lopa to technical 
extremes is commendable. 

Ex.9 is the verse Rudrata cites to illustrate his first vakyopamd , which contains 
all the upama components. (KAR,VIII,6.) Bhoja points out that the two word 
senses (namely, each part of the upameya and the corresponding part of the 
upamana) are compared explicitly. 

Ex. 10. The first half is used by Dandin to illustrate the ‘fact stating’ kind of 
upama. (KAD,Il,37ab.) Here the verse has been completed in the same mode. 
But since the common quality and the word for comparison are missing, it is 
lupta by Bhoja’s definition. 

Mammata does not entertain the idea of the sentence-expressed upama 
omitting the word for comparison. For, the separate presence of a word in 
the sense of iva (va), is vital for the expression of upama in a sentence. Here 
we find that the words are separate, fulfilling the definition of sentence, but 
the iva sense is conveyed in a round about manner, through the negation. So 
here the comparison is implicitly known. Mammata employs negation to show 
the omission of the upamana, in upama expressed in vakya but does not 
dispense with the comparing word. (KP.X, k.88,ex.400.) 

Ex.l 1. The first half is cited by Dandin to illustrate vastupama in which the 
common quality is implicitly felt. (KAD,II,16ab.) The second half is similar 
to that in Rudrata’s example which illustrates his second type of vakyopamd. In 
the definition, he says that the well known common quality is conveyed by 
the power of the Hvd. (KAR,VIII,7-8.) 
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Ex. 1 2,comment. The first half is from Dandin’s verse illustrating the sadrsa- 
vyatireka. In the second half he presents the difference, ‘eyes in one, bees in 
the other.’ (KAD,II, 193.) Bhoja completes the simile in the second half, 
maintaining the avoidance of l iva\ He explains that, since the two similar 
things are in conjunction and are not expressed in one word (s'lesa), but the 
adjectives are applied to both in one effort, all the components of the upama 
are present, making it possible to dispense with ‘ ivd. Thus the appellation 
purnalupta is justified by him. 

Karika 1 8. Dandin has spoken of vakyarthopama, making use of a single Hvd or 
several of them. (KAD,II,43-45.) The vakyarthopama without ‘ ivd and the 
vaidharmyavati are unusual varieties added by Bhoja, 

Ex. 13. This verse from Raghuvamsam is an apt example of comparing the 
whole upameya, along with its attributes, with the whole upamana, along with 
its corresponding attributes. It is quoted by Vamana to illustrate the upama 
which is accomplished by the vakyartha. (KASV,IV,II,ex. for 3.) Dandin’s example 
for his vakyarthopama with a single Hvd is similar in structure, comparing the 
face along with the eyes and teeth with the lotus along with its bees and 
filaments. (KAD,II,44.) Rudrata calls this kalpitopama. In his example, the face 
with the full cheeks bearing musk patterns on them is compared with the full 
moon displaying its mark clearly. (KAR,VIII, 13-14.) 

Bhoja explains why one Hvd is sufficient for expressing the comparison. 
As the upameya is conceived of in the visesya-visesana form and so is the upamana, 
one Hvd can perform this task. 

Ex. 1 4 is a beautiful verse describing the growth into womanhood of Uma in 
Kumarasambhav am, aptly illustrating the need for more than one Hvd. Dandin’s 
verse for this kind of vakyarthopama is similar, with one Hvd for describing the 
beautiful girl and the other for the enamoured viewer enjoying her beauty. 
(KAD,II,45.) 

Ex.l 5. This verse illustrating the absence of Hvd, is presented by Dandin as 
an example of tulyayogopama, which has a shade of tulyayogita, (KAD,II,48- 
49.) Bhoja’s nomenclature is in keeping with his schematic presentation of 
vakyartha-upama - with one, several, no Hvds, and finally a negation of Hvd. 

Ex. 16. In this verse from Sisupalavadham (XVI,5 2) a kind of upama is identified 
by Bhoja which no earlier author has spoken of. Bhoja explains that all the 
components of upama are present, but the ‘common’ quality is limited to the 
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upamana by the negation. Mammata employs negation to show the omission 
of the upamdna, in upama expressed in vakya, (KP,X,k.88,ex.4Q0.) The 
commentary on Sisupalavadham observes a sahkara of kdvyalihgam and upama 
in the verse. The negative simile in the verse seems to be serving as an 
arthdntaranydsa supporting the statement in the first half. 

Kdrikds 19-2 1. Bhoja comes to what he calls prapancopamd to put old wine in 
a new bottle. He attributes uktibhangi and vistara to his prapancopamd. The 
former term seems to have been borrowed from sculptors and painters and 
bhangi originally means the ‘cutting’ or ‘breaking’ of outlines. (Warder, Indian 
Kdvya Literature,p. 1 06.) In mala etc. we see upama being arranged in a 
particular shape or pattern. In all the upamds presen ted in prapancopamd, there 
is the vistara (expansion) of the idea of comparison, through conceit, fancy 
etc.. 

To match the two foursomes he brings under padopama as well as 
vdkyopamd he speaks of two kinds of prapancopamd each with four varieties. 
Under the prakrta type he brings the samastavisaya and ekades'ini varieties and 
the mala and rasana arrangements of several comparisons, all of which Rudrata 
defines clearly. Under the vikrtd variety he puts all the upamds which seem to 
extend comparison through reversal, exchange, hypothesis to denial. 

Ex. 17,18, comment. These verses are cited by Rudrata to illustrate his 
samastavisaya and ekades'ini types of simile. Bhoja’s interpretation of the latter 
differs slightly from that provided by Rudrata’s commentator, Namisadhu, who 
explains that only the parts stand compared and not the wholes (as the 
charming women are not mentioned). Bhoja perceives the ekades'a nature of 
this upama also in the concentration on the lotus blossom, leaving out other 
parts of the pond which could be compared to the breasts etc. of the charmi ng 
women. 

And in what sense these upamds are, named prakrta is not clear. For the 
creepers and lotus ponds being the upameyas and the lovely women being the 
upamdnas does not sound natural in simile, but borders on ( Bhoja’s ) samadhi 
Nor is the conscious arrangement in mala and rasana natural. Probably, since 
the form of the comparison is simply simile here, as contrasted with the 
ubhayopamd etc., which modify the notion of comparison, Bhoja is justified in 
using the terms prakrta and vikrtd for the two groups. 

Ex. 19. This verse from Setubandha is a charming example of malopamd Rama’s 
glance making different impressions on different members of his entourage 
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is well expressed. Abstract ideas are also conceived of as upamdnashere, and 
there is an element of metaphor. 

Mammata describes malopama as relating the same upameyamth different 
upamanas for the same common quality or for different qualities. 
(KP,ex.410,41 1.) This verse would fall under the second variety, as the quality 
in Rama’s glance changes as it shifts from one person to the next. Dandin’s 
verse illustrating bahupamd, in which the dear one’s touch is compared with 
sandal, water, moonbeam and moonstone for its coolness, would come under 
the first variety. (KAD,II,40.) Rudrata’s malopama corresponds to the second 
type. Trail like the syamd creeper, clear like the crescent moon, sweet-sounding 
like the swan, she (KAR,VIII,25-26.) 

Ex.2Q. Rudrata clearly defines rasanopamd as consisting of a series of upamds, 
with each upameya serving as the upamdna for the next And his example is 
similar. Bhoja*s example is quoted by his commentator Namisadhu to show 
that the pattern can be presented by employing pratyayopama as well. 
(KAR,VIII,27-28.) Mammata speaks of two kinds of rasanopamd one cariying 
over the same quality, the other linking through different qualities. 
(KPXex.412,413.) Dandin calls this malopama. (KAD,II,42.) 

Karikas 22-23. Bhoja puts all the available modifications of upama under the 
vikrta variety of prapahcopamd. 

Ex.2 1. This beautiful verse attributed to Yas'ovarman (a contemporaiy of 
Bhavabhuti) illustrates the reversal <viparydsa> of the upamdna-upameya relation. 
Bhoja offers a psychological explanation for the viparyasa here. He quotes this 
verse again in Chapter V to illustrate rasa-alankar a-sankara, in which the 
ornament ( vipantopamd) is in the service of the emotion portrayed. Rama’s 
despondency after parting from Sitd is expressed in this verse. (V, ex.484.) 

Bhoja alludes to the prasiddhi-viparyasa spoken of by Dandin. (KAD,II, 17.) 
Bhamaha, Udbhata, Vdmana and Rudrata do not consider this upama. But the 
fault of the upamdna being inferior to the upameya cannot be found in this, as 
the context, laden with emotion, justifies it Mammata uses the term viparyasa, 
but only in defining the upameyopama, which he keeps outside the sphere of 
upama. (KP,X ex.415.) 

Ex.22. The first half from Dandin (KAD,II,18) is charmingly completed, but 
the purpose of mutual enhancement which Dandin identifies in this anyonya- 
upamd, is set aside for bringing in a scene and atis'aya. Vdmana defines 
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upameyopama briefly as the upameya and upamana becoming upamana and 
upameya, in turn. (KASV, IV, III, 15 & ex.) Udbhata, Rudrata and Mammata see 
the ruling out of any other comparison for the subject being described, in 
this manner of framing the comparison. (KASS,V, k.l 4,ex.l 4; KAR,VIII, 9-10; 
KP, X, ex. 4 15.) Mammata keeps this outside the upama definition. Bhoja does 
not state the purpose for comparison of this sort, but only points out the 
extreme similarity, in his comment on the verse. 

Ex.23. This verse from Sisupalavadham beautifully illustrates Rudrata’s 
conception of this utpadyopama. Rudrata points out that, to show that the 
subject is beyond comparison, an upamana is conceded to be suitable if it 
could possess a quality which it does not. He distinguishes this upama in the 
inclusion of the notion of yadi (KAR, VIII, 15- 1 6.) The operation of conceit in 
upama is present in the kalpitopama of Bharata, in which elephants are 
compared to moving mountains. (NS, XVI, v. 49.) The inclusion of ‘if is 
observed in Dandin’s adbhutopama. ‘If the lotus could have moving eyes it 
could possess the beauty that belongs to your face.’ (KAD, II, 24.) 

Ex.24. The sadrsi upama of Bharata is illustrated by comparing the action of 
the person who is being praised with his own actions (as only he is capable of 
such kind acts). (NS, XVI, v. 50.) Dandin’s asadharanopama is illustrated by ‘Your 
face, surpassing the moon and lotus in its lustre, is comparable only with 
itself.” (KAD, II, 35.) 

Udbhata repeats Bhamaha’s definition o (> ananvaya, and like him, does 
not keep the alahkara near upama but he brings out more correctly in his 
example, the intention to state the incomparability of the object. (KABJII.45; 
KASS,VI,k.4,ex.4.) Vamana defines ananvaya veiy briefly as one thing being the 
upameya as well as the upamana The verse he quotes from Hanumannatakam, 
however, seems to compare the uniqueness of the war between Rama and 
Ravana with the uniqueness of the sky and of the ocean, although not in so 
many words. (KASV, IV, III, 14 & ex.) 

Rudrata defines ananvayopama as the object being compared to itself 
because nothing else can equal it (KAR,VIII, 1 M2.) Mammata gives a veiy 
technical, brief definition to ananvaya, which he keeps outside the sphere of 
upama, as it violates his definition of upama as ‘similarity in difference*. 
(KP,X,k.91, ex.4 1 4.) 

Bhoja ’s exam pie is a simple building up of the uniqueness of the person 
described. His comment is interesting. Knowing the object to be the only 
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one of this sort, the conception of this truth in the upameya-upamana manner, 
invents difference in identity. 

Kdrikas 24-27. Bharata uses the word rupam in defining rupakam. When, 
because of similar features, something is conceived of in the form of something 
else, and there is near identification <kincitsddrsyasampannam> , that is rupakam. 
(The word kincitsadrsyasampannam has to be interpreted in this manner as he 
uses the word kincitsadrsl to describe the upamd in which the upameya and 
upamdna are compounded, and the word sadrst to describe the upamd in 
which the comparison is with the upameya itself.) In the example provided, 
the pond-women, with lotuses for their faces etc., sounding with the voices of 
swans, are conversing with each other. We find compounds also serving the 
rupakam in this verse, fusing the subject with the similar object. (NS,XVI,v.56- 
58.) Abhinava explains that laksana is in operation here. 

Bhamaha defines rupakam as the identification of the upameya with the 
upamdna on account of the similarity in qualities. This figure is described 
before upama. He speaks of samastavastuvisaya- and ekadesavivarti-rupakams 
and illustrates them. In the latter the features of the cloud are conceived in 
the form of elephant’s trappings but the elephant is not mentioned, (KAB,II,21 - 
24.) 

Dandin defines rupakam as upamawlth the distinction (between the two 
things compared) disappearing. He speaks of samastam and asamastam, i.e., 
compounded and uncompounded expressions of rupakam, as well as of 
samasta-vyastam, combining both. He does not use the terms 
samastavastuvisayam and ekadesavivarti to describe the complete and partial 
types, but illustrates severaltypes, sakalaavayava-, avayavi-, visama-rupakams, 
which cover the same ground. 

The yukta-ayukta distinction between the mutually fitting and mutually 
inappropriate parts of the metaphor, and the rupakarupakam presented by 
Dandin have been adopted by later writers. Bhoja keeps his savisesana-rupakam 
as well. 

As in the case of upamd, Dandin conceives of rupakam serving or 
incorporating other concepts such as upamd, vyatireka, hetu, virodha, aksepa 
and sle$a. Alesa seems to have originally been handled to serve metaphor or 
some other ornament. The heturupakam as presented by Dandin would not 
meet with the approval of Rudrata, who sets down the omission of the common 
quality for making the identification (of the upameyawth the upamdna) in his 
definition of rupakam. Dandin’s samadhana-rupakam is unique. 
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Parallel to his tattvdkhyana-upamdhe has a tattvapahnava-rupakam. While 
in the former the ‘truth’ is asserted, namely, ‘this is not the lotus but; the face’ 
and so on, in the latter, the ‘truth’ is denied - ‘this is not your face, it is the 
lotus’ and so on. (KAD,II,66-95.) This interesting parallel highlights the 
difference in conception between simile and metaphor. While the distinction 
between the upameya and upamana is maintained in upama, in rupakam the 
two are identified with each other. And the basic purpose inspiring both 
modes of expression is - to hold up the object described, against another 
which possesses similar qualities in good measure. 

Like Bhamaha, Udbhata also describes rupakam before going to upamd. 
He brings in gunavrtti to account for the fusion accomplished between words 
which are not directly <srutya-> connected; He distinguishes between 
samastavastuvisayam and ekadesavivarti, on the basis of the construction including 
mention <sruti> of all the metaphors, or implying some through the sense 
<artha> of those present He illustrates the first with the verse describing the 
sky-garden coloured by the star-flowers, being watered by night-maidens, one 
after the other, with moonlight-water, filled in the moon-pitcher. The second 
is illustrated with the description of the lake-kings being fanned by the autumn- 
(maiden) with swan-(chowrie-)s holding tail feathers for fans. Since the maiden 
and chowries are not mentioned, this is ekadesavivarti 

He refers to the first type also as mdid-rupakam. But the other example 
he gives answers to the description given by Dandin and others. The string of 
bees is identified with the braids of hair of sylvan deities, the chains of Death 
for travellers’ wives, the swords of Mara’s (Love’s) warriors. 

The ekadesavrtti (sic) is also interpreted as imaging the thing being 
described in another form. The illustration is not very clear, but slesa seems 
to be operating in it. This could be the slista-rupakam mentioned by Dandin, 
Mammata who follows Udbhata, also refers to slesa playing a part in rupakam. 
Induraja explains this unusual interpretation of samastavastuvisayam and 
ekades'avrtti as follows. In the former, several metaphors are together cast 
<samuccayena asyante> at the subject, and in the latter, each sense is provided in 
one effort <ekadd ts'ah > (I<ASS,I, k. 1 1-1 3,ex. 1 1-14.) Thus both mala- and s'lcsa- 
rupakam are brought under the usual classification into entire and partial 
metaphor. 

Vdmana defines rupakam as the imposition of non-difference from tlu' 
upamana on the upameya, on the basis of similar qualities. As in the definitio 
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of upama, here also the two terms, upamana and upameya, have been brought 
in, since the same conception - in terms of common speech and poetic 
fancy, is seen here. The illustration is the verse from Uttararamacaritam, in 
which the identification of Sitd with the Fortune of his home, the nectar- 
collyrium for his eyes, of her touch with the lavish sandal anointment for his 
body, of her arm round his neck with the cool, soft pearl string, is made by 
Rama, unaware of the impending parting. 

Vdmana classes expressions like ‘face-moon’ as upama employing samasa, 
and does not bring them under rupakam. We see that he interprets Panini’s 
rule permitting ‘the compounding of the word denoting the thing compared 
with the word denoting the thing to which it is being compared, if the common 
quality is left out’, to be referring to the figure of speech called upama. 
(KASV,IV,III,6 & ex.; AAJU, 56.) 

After describing the various upamas , Rudrata takes up the definition of 
the first kind of rupakam. On the basis of similarity, non-difference is imposed 
on the upamana and upameya, without referring to the common quality. *You 
are none other than Vi$nu, and this your wife is Laksmt Another couple like 
this was not created on earth.’ In this verse, the rupakam is expressed through 
the sentence. 

Rudrata clearly explains how rupakam is expressed in the compound. 
The upameya is made the subordinate member of the compound (i.e., the 
first member of the tatpurusa samasa, as in purusa-vydghra, following Panini’s 
prescription). We find Rudrata interpreting the rules of Panini in relation to 
practice, rather than taking him to allude specifically to the upama alankdra, 
as Vdmana and Mammata do. 

Rupakam can be sdvayavam, niravayavam or sankirnam. In the first, both 
the upameya and upamana must have the same number of parts which are 
appropriately in ter-related. In sankirnam the parts of the upameya may be 
identified with diverse upamdnas which are not mutually connected. The parts 
can be inherent <sahaja> or occasioned <aharya>, for instance, the lotuses which 
grow in the pond, and the swans brought by the season to the pond. The 
rupakam can be expressed in entirety <samastavisayam> or partially <.ekades'i>. 

The niravayavam variety can be suddham (simple), strung in mala, or wound 
in ras'and, or can have the upameya in a bahuvrihi compound formed of two 
successive rupakams <paramparitam>. e.g., the girl is the bow of the Love-hunter, 
the moon of the ocean of people’s delight etc.. (KAR,VIII,38-56.) 
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Bhoja’s definition of rupakam is an extension of Udbhata’s. He too brings 
in gunavrtti to explain the application of the upamdna words to the upameya. 
He accommodates all the earlier ideas on metaphor in his own elaborate 
classification. Probably to justify the ubhaya-alankara denomination, he 
considers rupakam under two heads, s'abdabhuyistham and arthabhuyistham. Under 
the first, he takes up the expression of rupakam- in sentence and in compound, 
and the arrangement in mala, rasana and so on. And under arthabhuyiytha- 
rupakam he brings the matter, conceived in terms of anga-angi, and the 
presentation - in entirety or partially, related appropriately or inappropriately. 
{Dandinhas also considered the expression first, in compound and in sentence, 
before going to the sense content of rupakam) 

While illustrating the third category of ubhaya-bhuytitham, he employs 
some new terms, but whether any new concepts are presented is doubtful, 
Bhoja employs the adjectives suddha and sanknna in a sense different from 
that indicated by Rudrata. For him sanklrnam seems to mean the inclusion of 
other alankdras such as upama and utpreksd. 

While several examples have been borrowed from Dandin and Rudrata, 
Bhoja has also included verses from works of literature. 

Ex.25,comment This verse is cited by Dandin to illustrate hetu expressing 
yukta-karyam. As in the case of upama, Bhoja first describes the compound 
serving the expression of rupakam, before going to the sentence performing 
the same task. In the comment Rudrata’s explanation of the formation of the 
compound expressing the rupakam has been added to, by bringing in the 
operation of guna-vrtti to explain the identity effected between the upameya 
and upamdna. 

Ex.26,comment After citing this example Dandin describes this rupakam as 
uncompounded, referring the reader to the phrases ( bahulata, panipadmam , 
caranapallavam ) cited earlier, along with the definition, for the compounded 
variety. Vamana considers only the sentence-expressed identification of the 
upameya with the upamdna as rupakam. Rudrata considers the fully expressed 
rupakam first, before going to the compound-expressed version. Bhoja explains 
how the secondary usage of the words ‘sprout’, ‘flower’ etc. for the fingers, 
nail-rays etc., is effected through samanadhikaranya (being kept in the same 
case). 

Ex.27, comment The first metaphor in this verse is cited by Dandin to illustrate 
the combination of compounded and free construction, serving to express 
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rupakam. Bhoja completes the verse in the same style, and explains in his 
comment how the expression employs compounds as well as free words and 
signifies in a secondary manner. 

Ex.28,comment. This verse is cited by Dandin and the metaphor named 
savise^ana-rupakam, as the form of the banner along with its specific context, is 
imposed on the foot Bhoja adds that the upamana-upameya relation is grasped 
only with reference to the context [The conception of Visnu’s foot as the 
banner celebrating the gods’joy is apt only in connection with his protecting 
them from the demons and his having Ganga flow over it*] 

Karika 28. Bhoja puts under the vikrta class all the arrangements in maid, 
rasana etc.. 

Ex.29. The parampara-rupakam is similar in conception to Rudrata’s, and the 
illustration an effective portrayal of the rainy season deterring Rama’s march. 

Ex.30 is cited by Rudrata with a slight difference in reading. Bhoja adds that 
the rope like arrangement of the words presents more effectively the 
instrumentality of their senses in Love’s conquest of the world. 

Ex.3.1. This verse, from a Mahabharatam-based literaiy work, is similar to 
Dandin’s hetu-rupakam, as the reason for each metaphor is given. This expression 
would not fall under Rudrata’s definition of rupakam, which rules out the 
inclusion of the common quality. Nevertheless it is a striking expression of 
Durjodhana’s feeling for Kama, and is in the mala pattern. 

Ex.32. The first half is cited by Dandin to illustrate rupakarupakam. The verse 
is completed in the same manner by Bhoja. Bhoja also points out how, through 
samdsa, a metaphor is again provided with another metaphor. 

Kdrikd 2 9. Bhoja proceeds to examine the entire and partial metaphors, along 
with the appropriate and inappropriate connection of parts, under the artha 
class. The use of the same terms ‘ samastam ’ and ‘ asamastarri which name the 
compounded and uncompounded varieties of s'abdabhuyistha-rupakams, to 
distinguish between the samastavastuvUayam and ekadesavivarti types here, could 
have been avoided. He adds another classification now, based on the 
prominence of the whole / parts. 

Ex.33 is presented by Dandin to illustrate sakala-rupakam, The feet imaged as 
lotuses are aptly elaborated with the toes as petals. He uses the phrase 
yogyasthanavinydsai to describe the apt elaboration of the metaphor in this 
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verse. The commentator takes him to be referring to the feet-lotuses being 
placed on the heads of rulers of other kingdoms, by this phrase. That makes 
the metaphor wider, and there is no denying that the head is the lit place for 
placing lotuses. Bhoja uses the same phrase, yogyasthanavinydsam, with the 
same interpretation, to explain why this rupakam is arthapradhanam 

Bhoja tries to explain in an involved manner how this verse is different 
in structure and emphasis from a similar one he has cited under the 
sabdabhuyistharupakam (ex.25.) Probably he is recalling that the earlier example 
was cited to illustrate hetu by Dandin. Bhoja himself has used it only to show 
how compounds are made to express rupakam 

Ex.34 is cited by Dandin as avayavarupakam Only the lips and sweat drops 
have been imaged, and the connected metaphor for the face has been left 
out. Bhoja adds that the part metaphors are both inherent and occasioned, 
and that it is the thing (and not the word, ‘face’,) that is prominent in the 
action of bearing sweat drops. 

Ex.35. The first half is quoted by Dandin to show that the metaphor parts fit 
each other. Bhoja develops the fitness further, making the divine garden the 
metaphor for the face with smile-flowers, eye-bees and sweet air. He explains 
how the sense, namely the delightfulness of the face, is prominent in this 
rupakam, even though the metaphors are built around the name ‘ nandanam' 
which indicates the divine garden. 

Ex.36. The first half of this verse is quoted by Dandin to show that the rupakam 
is ayuktam. Bhoja completes the verse, carrying the rupakam into another 
alahkarcL, say, citra-hetu or virodha. But he points out the inappropriateness in 
connection and the prominence of the sense, quite unaware of other 
interpretations. 

Kdrika 30. Bhoja seems to have introduced the anga-pradhana variety, to 
accommodate the sahaja and dharya distinction of the parts of the metaphor. 
Like Rudrata he includes a combination of both. The last, visama, is from 
Dandin, but under that class Bhoja tries to bring all kinds of anomalies, ayukta , 
ekadesi , etc.. 

Ex.37. This description of slaying is rendered gruesome by the metaphors 
for the parts, while the whole (head) is imaged as a lotus. Bhoja not only 
draws attention to this but also tries to distinguish this description from the 
verse illustrating the angi-pradhana variety. 
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Ex.38 expresses in a powerful metaphor Ravana’s becoming incensed by 
Kumbhakarna’s retort. Again, as Bhoja points out, it is the parts which make 
the whole metaphor vivid. 

Ex.39. This verse, also quoted by Rudrata’s commentator, Namisadhu, powerfully 
visualises the growth of desire, which can only be destroyed by faith in the 
Almighty. Again, it is the parts detailed which contribute to the wisdom of 
the whole sense. 

Ex.40. This verse is quoted by Dandin to illustrate visama-rupakam, which he 
also calls lalitam. He describes it as containing images for the whole and 
some parts only. Bhoja points out the all-round discrepancy in the rupakam 
and does not forget to establish the greater importance of the sense. 

Karikd 31. Bhoja combines the expression and import, as usual, in the 
sabdarthabhuyi$tha variety. But the s'uddha and sankirna classification he makes 
does not conform to Rudrata’s view. The sub-varieties he brings under the 
s'uddha class are really not different from the entire, partial, string metaphors 
seen earlier, and the terms adharavat, niradharam etc., are his own. The 
vyatirekavat could have been put under the sankirna type, which he illustrates 
with mixtures. But the vyatireka itself has been conceived in a metaphor, 
which is probably why he keeps this variety under the s'uddha category. 

Ex.41. This verse from Setubandha is a beautiful description of the night sky 
imaged as the ocean with star pearls emerging from cloud oysters at the 
night shore / time. Bhoja does not notice the double meaning in rajanivela, 
making it a metaphor as well as plain speech. 

Ex.42. This description of the column of smoke sounds like mala-rupakam. 
Bhoja’s explanation is not convincing. 

Ex.43 is quoted by Dandin to illustrate avayavi-rupakam. Only the whole, the 
face, is furnished with metaphor, not the cheeks etc.. Bhoja tries to explain his 
application of the term kevalam to this variety, not very convincingly. 

Ex.44 is a beautiful verse from Sakuntalam in which the vyatireka is naturally 
incorporated in the rupakam. 

Karikas 32-33. Rudrata conceives of sankirna-rupakam as consisting of unrelated 
metaphors for the whole and parts. Bhoja assumes that sankirna refers to the 
combination with other alahkaras, and tries to distinguish between the pardess 
and part-containing rupakams figuring in the combinations. 
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Ex.45. This verse from Setubandka describes the sky as similar to a giant 
lotus, with cloud petals etc.. The compounds describing the parts would be 
interpreted as upamd by Vamana for instance. But Bhoja sticks to his conception 
of compound-expressed (simile and metaphor) and shows how the metaphors 
for the parts combine with the simile describing the whole. 

Ex.46 is again an unusual description of the tedious, hot day in the image of 
a long serpent Bhoja explains how the apparent metaphor for the part (sun) 
is really not one, and establishes that technically this rupakam is partless. The 
mingling into the simile is easily perceived. 

Ex.47. This verse from Setubandha imaginatively describes the clearing of tire 
sky after the rains. Bhoja tries to explain that both part-containing and part- 
less metaphors are combining with the utpreksd, but not very convincingly. 

Ex.48. Again from Setubandha, this verse conceives of the ending rainy season 
as the departing lover and the fading rainbow as the healing nail mark left by 
it on the cloud breast of the directions. Although sle?a is evident, ultimately 
the slesa-rupakam combination seems to be serving the samadhi alankara as 
defined by Bhoja. Dandin and Rudrata have presented rupakam served by slesa. 
Mammata also demonstrates how mdld-rupakam can be expressed through 
slesa 

Karikds 34-38. Bhoja creates a class of alahkdras which he names sdmyam and 
brings under it drstantokti (which he distinguishes from dr^tanta-alankara ), a 
prapancokti (covering sdmyam which Rudrata has presented as an alankara ) and 
prativastukti (covering the prativastupama presented by Bhamaha, Dandin and 
Udbhata considered in the upama-prapanca as prativastu by Vamana, and under 
the aupamyam class as ubhayanyasa by Rudrata ). Comparison and similarity 
are present in all these, but the expressions are not in the mode of upamd or 
rupakam, but are more complex. Sdmyam is the term given to the extension of 
the notion of comparison by Bhoja , and this accommodates figures which 
are close to upamd and rupakam, and not the other ramifications which Vamana 
and Rudrata include in the upamd-prapahca and aupamyam class, respectively. 
But Bhoja also admits the infinite possibilities of the idea of sdmyam. 

Bharata has mentioned among the lakyanas of Lhe text employed in 
natya, a drtfanta, which Udbhata later describes as an alankara Both use the 
term nidarsanam in their definition of drtfdnta. Both see the driving home of 
a purport through pointing out a parallel, as the crux of dr$tdnta. Abhinava 
provides an example in which the person described, rejecting all other 
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company and sporting with evil men, is warned that he is partaking of poison 
etc.. He explains why this is not an instance of upama or rupakam, and identifies 
drstanta in the reason for offering the illustration. (NS,X\ ; I,v.25 & AB.) Bhoja 
limits the sense of drstantokti to exemplification, which is unlike upama and 
rupakam, employing iva, but without a didactic aim. (This purpose of holding 
up an example is taken care of by his nidarsanam, which has been described 
in Ch.III.) 

While dilating on the errors committed in poetry, Bhdmaha speaks of 
wrong statements of fact and faulty reasoning. He considers drstanta purely 
as the example adduced to support argument in logic. He does say what 
drstanta is, in words which Udbhata later borrows and adds to. The holding up 
of a ‘reflection’ <pratibimbanidarsanam> of the sense expressed, is drstanta. He 
speaks of a suddha-drstanta in which the proposition to be proved and the 
proof are omitted, and only the example is presented. In the verse he quotes, 
the king is addressed thus - *You are Bharata, you are Dillpa ..’ etc.. [The king is 
not declared to be supreme, magnificent and so on. His feats are not described. 
The similar actions of Bharata etc. are not mentioned.] He adds that great 
poets resort to this kind of expression, out of the fear of prolixity. (KAB, 
V,55,58-60.) 

While enumerating the alankdras in the sixth chapter, Udbhata spealzs of 
‘ kdvyadrstanta,.\ probably to distinguish it from the drstanta assisting reasoning. 
He expands Bhamaha’s phrase to vispasta-pratibimba-nidars'anam, probably 
meaning ‘clearly showing, with the help of a counterpart’, and specifically 
forbids the employment of hW etc. in drstanta, (Later, the notion of birnba- 
pratibimba seems to have become part of the conception of drstanta .) In his 
illustrative verse, the heroine is exhorted to go to her husband, for, without 
reaching the sea, what are great rivers ? (KASS,VI,k. 1 ;k.8,ex.9.) 

Rudrata defines drstanta as presenting the subject primarily intended 
and another sharing its purport, in the same manner, either preceding the 
other. In his examples, l ivd etc. are not to be found. ‘As soon as she saw you 
her heart was aglow with love. The lily of the pond opens on seeing the 
moon.’ ‘Even the wind from a garden of poison plants makes one swoon. 
Even the news of your departure torments her heart’ (KAR,VIII,94-96.) We 
see that the examples merely serve to elucidate the description here and are 
not didactic. Bhoja seems to hold the same view of drstanta. He has probably 
also borrowed the notion of the example ‘preceding’ or ‘succeeding’ the 
matter calling for it, from Rudrata, 
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KarikaSl. Bhoja reproduces Dandin’s description of prativastupama (KAD,II,46) 
for his prativastukti, which, he seems to be convinced, does not fall under 
upamd, although the similarity is apparent. Later he shows how it shares the 
features of drstantokti and prapancokti 

Karika 38, ex.49-56. Bhoja creates several divisions to accommodate general 
and particular examples, illustrating the various categories - dravyajati, kriya 
and guna - under which the similarity can be brought. The verses from 
Raghuvarnsam, Setubandha and the single verse from Mdlatxmadhavam present 
exemplification delightfully and convincingly. Ex.49 and 51 describing Dilipa’s 
guarding of the sacred cow, and Aja’s resembling his father, respectively, present 
the common examples of shadow and lamp in a charming manner and 
carry the story forward. Ex.50 and 52 from Setubandha are general expressions 
of wisdom with the help of example. Ex.53-56 serve the narrative with striking 
examples. Perhaps these are better described as upamd, but the apparent aim 
to convince, and the ‘telling’ expression, distinguishes them from the image 
evoking, descriptive comparisons to moon, lotus etc., which are mainly 
employed in upamd 

Bhoja tries to distinguish between drstanta-alahkara and drstantokti 
Probably, by the former, he is alluding to the nidars'anam which he has classed 
under arthdlankdras and in elaborating which he uses the terms dr$tdnta and 
darstantikam. While teaching seems to be the aim of nidars'anam, making the 
situation clear with an example, seems to be the aim of drstantokti . 

Karika 39. No description of prapancokti is attempted, only the different types 
are enumerated. He has already pointed out that Hvd etc. are absent in this 
form of sdmyam From the examples it is evident that, as in his prapahcopamd 
here too, the elaboration of a context is involved. Bhoja has applied all the 
logical possibilities - equality, surpassing, falling short of - inherent and effected, 
to the upamdna-upameya relation. 

Ex.57. In this verse from Kumdrasambhavam, describing Parvati’s tending of 
the deer in her care, the upamd is translated into actual comparison of eyes. 

Ex.58. This verse is quoted by Rudrata to illustrate what he call spratipa alahkara. 
He defines it as extolling the subject by considering it as unfortunate, in 
equalling the upamana, in apparent sympathy or condemnation. This verse 
illustrates the mode of condemnation. (KAR, VIII, 76-78.) 
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Ex.59-60. Both these verses develop the common similes of moon and 
lotus through assuming the superiority of the upameya providing a context 
and fancying a consequence. 

Ex.61 creates a mundane context for bringing down the face to equality with 
the moon in a light vein. It is aptly cited in Ch. V, to illustrate the heroine 
who belongs to the hero. 

Ex.62. This verse again illustrates the circumstance effecting the superiority 
of the upameya, 

Ex.63. A slightly different version is cited by Rudrata to illustrate his samyam. 
He defines samyam as the reaching of equality with the upamana by the upameya, 
through an action etc.. Another manner in which equality in all respects is 
affirmed between the upameyaand upamana is by attributing some distinction 
to the upameya. This second type of samyam is illustrated by the above verse. 
The object is to show the upameya as differing in some superiority, so the 
deer-mark is characterised as a stain which the moon always bears. 
(KAR,VTII, 105-108.) Bhoja uses the verse to bring down the upameya, and so 
portrays the deer as a permanent possession of the moon. 

Ex.64. This verse has been cited to illustrate an abhava in Ch.III, and the 
enhancement of thejoy of sambhoga through the karuna-vipralambha preceding 
it in Ch.V. Now Bhoja analyses the comparison in this expression. 

Karika 40. Bhoja now presents prativastukti with the plain-devious, preceding- 
succeeding, asserting-denying etc. characteristics qualifying expression in 
dr$tantokti and prapahcokti He seems to include the notion of countering / 
challenging in prativastukti, as is observed in the illustrations. 

Vamana distinguishes prativastu from upama in its being composed of 
two sentences. And he interprets the word vastu as the sentence purport 
Having stated the upameya putting forward a similar sense in another sentence 
constitutes prativastu. In the verse he cites, ‘how can she serve as a handmaid, 
now that she has been made the queen ? For a gem carved into a divine form 
cannot be worn.’ (KASV,IV,III,2, prose & ex.) 

Rudrata distinguishes his ubhayanyasa from upama, defining it as 
presenting two similar senses separately. In the verse cited, ‘rare are good 
men with all the endowments. How many trees exist which bear sweet, fragrant 
fruit 7 (KAR,VIII,85-86.) 
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Bhoja cites some examples in which two different, but similar, ideas are 
presented, one in support of the other, but strictly not in two different 
sentences. The other examples (ex.69-72) do not exhibit the form of prativastu, 
but seem to be extensions of upamds through fancy, objection etc.. 

Ex.65 presents the unequalled beauty of the heroine’s face in the mode of a 
challenge. 

Ex.66 & 68. These verses from Abhijndnasakuntalam describe the fresh charm 
of the girls in the hermitage and Sakuntalas ethereal beauty, in striking 
parallels. 

Ex.67. The subject matter and the parallel have been neatly apportioned in 
the four quarters. Apparently this verse expresses the mind of a royal hero 
who has found a new beloved and is persuading himself that the queens 
love will not be thwarted by his conduct 

Ex.69-72 expand comparison with a shade of fancy, challenge etc.. These 
verses would not be classed under prativastu by other theorists. 

Karikas 41-42, ex.73-79. Samsayokti has been conceived of as an extension 
of upamd from early times, under the names samsayopamd, sasandeha, sandeha 
and samsaya 

Bharata mentions samsaya as one of the laksanas of the text in ndtya. The 
trailing off of speech without disclosing fact giving rise to several conjectures, 
is samsaya. Abhinava cites a verse from Vikramorvasiyatit , in which Pururavas is 
wondering where UrvasVs anger may have taken her. Several thoughts are 
voiced. (NS,XVI,v.27 & AB.) While doubt is a part of this conception, 
comparison does not come in, and this samsaya serves the story alone here. 

In another recension quoted as an anubandha , Abhinava explains how 
this samsaya is different from the alahkara of the same name. In that he quotes 
the example of Lava and Kus'a stopping the story at Lakjmana’s abandoning 
Sita in the forest. Rama and Lak$mana remark that the poet has stopped the 
story, fearing to narrate the unpleasant sequel. In contrast to this employment 
of samsaya in developing the story, he presents the other samsaya which is an 
alahkara, and cites a verse which wonders, ‘Is this Rati who has undertaken 
penance after her husband was destroyed by the wrath of Siva, or the deity of 
the forest donning the garb of ascetic wives, or the beauty of penance itself 
assuming a corporal form ?’ (NS.XVI appendix, v. 1 1 & AB.) 
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Bhamaha presents the alahkara, sasandeham, which he defines thus. With 
the intention of praising, when something is spoken of, doubtfully, marking 
its identity with as well as difference from the upamana, that is sasandeham, ‘Is 
this the moon ? That does not shine by day. Is this the fiower-armed (Love)? 
But this (your) bow is not equipped with flowers. Seeing you, speculating in 
this manner, my mind does not reach a conclusion.’ (KAB,III,43-44.) We see 
that all the features of this alahkara, which were developed later, are present 
here. [The niscayanta is seen to have developed from the indecision noted 
earlier.] 

Dandin speaks of samsayopama as a variety of upama. ‘Is this a lotus holding 
bees or your face with moving eyes ? My mind swings thus.’ (KAD,11,26.) The 
phrase ‘dolayate’ seems to have been incorporated in the definition of the 
alahkara later. 

Udbhata repeats Bhamaha’s definition for one type of sasandeham. In the 
illustrative verse, ‘simple people entertain doubts on the conch in his {Visnu’s) 
hand in this manner - Is this the fame arising from his rending the hearts of 
all the demons ? How is it bound together in one place ? Is it the swan come 
coveting the lotus in his navel ? But it is still.’ He speaks of another sandeha in 
which, with the shade of another alahkara, doubt is aroused in the mind, 
even when no doubt exists. ‘Is this a dark cloud resting on Meru mountain, or 
the smoke arising from the world ending fire? Thus is doubted the dark one 
(. Kr$na ) seated on the king of birds ( Garuda ) who is shining like the sun.’ 
Induraja points out the shade of upama in this sandeha, and the editor notes 
the touch of utprek$a serving the alahkara (KASS,VI,k.2-3,ex. 1-2,3.) 

Vamana defines sandeha as the doubt regarding the upamana-upameya It 
is expressed for the purpose of atisaya. ‘Lively girl ! Is this the blue lotus on 
the ear, is it the eye ? The mind cannot decide but swings (back and forth).’ 
(KASV,IV,III,2 & ex.) 

Rudrata uses the name samsaya and defines the alahkara thus. When 
several things are doubted in one thing, on account of similarity, and there is 
indecision in the beholder, that is samsaya. ‘Is this the lotus with the bees 
resting on it or the face framed by dark tresses ? With your descent into the 
lake, people doubt thus.’ 

He phrases the expression of distinction and identity between the 
upameya and upamana, which Bhamaha has made a part of sasandeham, 
differently. (Expressing) the absence of what should be there and the presence 
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of what should not be there, in the upameya or the upamana, the samsaya can 
be niscaya-garbha or niscayanta. ‘Is this the moon’s disk ? How is its stain not 
there ? Is it a face then ? How can so much lustre belong to it ? Seeing your 
face above the wall, and your body hidden from view, people on the road are 
doubting thus.’ ‘Is this Haril How is he fair ? Or Hara ? where is his bull ? 
Doubting thus, people are identifying you by your name.’ We see that in the 
former, the decision is latent and in the latter it is reached. 

Rudrata speaks of another samsaya in which the same action or the 
same state is attributed to both (the subject and the thing compared to). 
Was walking learnt from you by swans, or by you from them ? Is your face 
the reflection of the moon, or the moon the reflection of your face ?’ 
(KAR,VIII,59-66.) 

Moya seems to have incorporated the word ‘dolayate’ into die definition, 
taking it from Dandin’s example. The extreme similarity he speaks of implies 
the notion of upamdna-upameya, which Vamana specifically mentions. He seems 
to have developed the idea put forward by Rudrata that many things are 
doubted in one place, by reversing the relation. Udbhata’s example actually 
doubts several things in one object In his usual manner Bhoja gives the bare 
technical definition and classification, taking the purpose of extolling the 
upameya for granted. The distinction between decision-ended and undecided 
sams'ayokti is not made in so many words, but by bringing in vitarka which he 
has described among the arthdlankaras , as a further step in doubt, either 
ending in discovery of the truth or going back to indecision, he has touched 
on this classification. 

Ex.73 is similar to the example cited by Abhinava to illustrate the sanis'aya 
alankdra, as distinct from the la/c$ana called samsaya. 

Ex.74 is partly quoted by Dandin to illustrate his samsayopamd. 

Ex.75, comment Bhoja cleverly explains how this doubting of the moon 
both in the face and in the moon in the sky by Rdhu is anekamaya samsaya. 

Ex.76. In this upamana and upameya are not involved. This is why probably 
Bhoja does not mention them in his definition, but only speaks of extreme 
similarity. 

Now Bhoja presents two examples which could fall under vitarka. In 
one a decision is reached, in the other it is not The vitarka alahkdra has been 
distinguished as nirnaydnta and anirnayanta by him. 
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Ex.77-7 8. This couple of verses from Kiratarjuniyam is described as niscayanta 
samsaya by the commentator on the poem. 

Ex.79. This verse is not easy to comprehend, and neither similarity nor doubt 
between similar things can be observed. What Bhoja’s intention is in presenting 
this verse is not clear. 

Prose after ex.79. This explanation is partly clear. But the latter part is 
incomprehensible. But one difference between vitarka and sarnsayokti which 
Bhoja fails to point out is that, in the latter, similarity is present. In his vitarka, 
conjectures are not necessarily built around resemblance. 

Kdrikas 43-45. Bhamaha conceives of apahnuti as containing a slight measure 
of comparison nipama> , and the denial of the thing which is present. In the 
illustrative verse, ‘this is not the bee swarm inspired by the nectar / spring to 
hum incessantly; it is the sound of Love’s bow being drawn.’ (KAB, III, 21 -22.) 

Dandin describes apahnuti as denying / suppressing something, to show 
something else. ‘Love is not five-arrowed. He possesses a thousand arrows.’ 

He distinguishes between apahnuti based on the visaya (object affected) 
and svarupa (nature of the subject of description). ‘Sandal, moonlight, the 
Southern breeze turn fire on me; they are all cooling to others.’ Dandin explains 
that since the lover describes these things as burning only himself, this is 
viyaya-apahnuti In ‘Only in name is the moon the possessor of nectar dripping 
beams. In reality it emits poison rays.’ he explains that since the very moon- 
ness of the moon is denied by the lovesick one and another character 
attributed to it, this is svarupa-apahnuti 

Next, Dandin reminds the reader that upamd-apahnuti has been shown 
earlier, and the varieties of this figure should be sought in poetry. (KAD, 
11,304-309.) The commentator supplements that by upama-apahnuti he is 
referring to pratiyedhopama. [There the illustrative verse went like this - the 
moon cannot challenge your face, lifeless and stained as it is....] Whether 
Dandin was referring to this figure, we do not know, as there is no affirmation 
of one thing for the denial of another, in the upamd-apahnuti example. In any 
case, the modern view, attributing to the Bhamaha school, alone, the notion 
that similarity is the basis on which apahnuti is developed, seems to be wrong. 
(Alahkara-Ko$a, Brahma Mitra Awasthi,p.53.) Banhatti, the editor of Udbhata’s 
Kdvydlahkarasarasahgraha, views Dandin’s apahnuti in the same manner. He 
sees the ‘real’ apahnuti only in his tattvdpahnava-rupakam, in which, statements 
such as, This is not the face, it is the lotus’, occur. (KASS,p. 121.) 
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According to Vamana, the denial of a matter (sentence purport) by a 
comparable one is apahnuti ‘These are not ketakl buds sparkling. This is Fate 
laughing at men away from their homes...’ He explains that, since it is the two 
sentence senses that cany the similar purport this is different from rupakam 
(KASV,rV,III,5 & ex.) We see that the similarity is not that of upama here, but 
lies in the pain caused by the sights of nature to travellers parted from their 
beloved, figuratively expressed as the mocking laughter of Fate. 

Udbhata repeats Bhamaha’s definition with a slight change. In the 
illustrative verse, obviously Uma is being dissuaded from the penance she 
has begun to practise. ‘This is not penance. It is the halahala poison, especially 
for persons like you, as delicate as the crescent moon.’ (KASS,V,k.3,ex. 1.) 

Rudrata defines apahnuti as follows. Because of extreme similarity, the 
upameya is declared to be not present, and the upamana affirmed to be there. 
But in the illustrative verse this denial and assertion are not seen. ‘Delicate 
limbed as new lotus shoots, this charming girl gladdens people’s eyes like 
the crescent moon.’ The commentator distinguishes this from utprek^d. 
(KAR,VIII,57-58.) 

Bhoja synthesises all these ideas and brings the concealment of fact 
also under apahnuti Noting the two points made by scholars - similarity and 
denial / concealment, he develops apahnuti on two lines - one involving the 
denial based on similarity, and the other the concealment of fact by covering 
up. And in his usual manner he distinguishes between expressed and implied 
similarity / fact, and preceding-succeeding arrangement of assertion and 
denial. 

Ex.80. In this verse from Gathdsaptasati there is literal denial, which is based 
on the actual similarity between the smoke of forest fire and rain clouds. 

Ex.8 1. This verse is cited by Vamana to illustrate apahnuti He points out that 
the similarity belongs to the two sentence purports (and there is no 
identification of the ketaki flowers with Fate’s laughter). Bhoja terms the 
comparison ‘implied’. Actually, the distressing effect of the signs of the rainy 
season on the traveller is imaged in this manner. 

Ex.82-83. Bhoja comes to the totally different interpretation of apahnuti now. 
These verses are borrowed from Dandin to illustrate the explaining away of 
an effect by a cause other than the actual one. Dandin cites these verses to 
illustrate his lesa, which he defines as the concealment of something coming 
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to light (KAD, II, 265-267.) Since both the causes can produce the same 
effect and one is denied for asserting the other, and the purpose is 
concealment Bhoja probably perceives apahnuti in these verses. This type of 
apahnuti, corresponding with Dandin’s les'a, is presented as vydjokti by Vamana. 
In that an ‘excuse’ replaces the real cause. In the illustration, someone tells 
his beloved, ‘These tears have been caused by the dust from kasa flowers 
(and not by your anger).’ (KASV, IV, III, 25.) 

Ex.84-85. These verses involve concealment again, but the fact to be 
concealed remains implicit The latter is quoted in Dhvanyaloka, and both 
verses would be interpreted as vastu-dhvani in that school of thought. (DA,I,4.) 

Karikd 46. Bhoja is the only writer who considers the guna named samadhi in 
the form of an alahkara also. The term samadhi is used by later writers to 
indicate the alahkara which was called samdhitam by Bhamaha and Dandin, 
and following them, by Bhoja. 

Samadhi is one of the ten gunas which were considered vital to poetry by 
Bharata. In one recension of Ndtyasdstram it is described as a distinction 
belonging to the sense which men of insight can grasp. In another it is 
conceived of as presenting purports of comparison etc. succinctly. From the 
example provided by Abhinava it appears to consist of the attribution of 
sentient behaviour to inanimate things. (NS,XVI, v. 102, [ 103].) The figurative 
use of language, metaphor, personification etc. seem to be implicitly involved 
in this concentration of sense. 

Dandin describes this quality of samadhi as the imposition of the 
attributes of one thing on another. For instance, ‘lilies are shutting, lotuses 
are opening’. He points out that the action of eyes is being superimposed, 
and so the corresponding expression is being applied (to the flowers). Dandin 
adds that words such as ‘spitting’ which would be revolting in their literal 
application, are beautiful when employed figuratively. ‘Having drunk the fire 
sparks spat by the sun, the lotuses seem to be spewing red pollen.’ On the 
other hand, ‘the bride is spitting’ causes repugnance. 

Dandin also approves of the superimposition of a group of characteristics 
in this manner. ‘Great with water, moaning, the clouds are reposing on the 
laps of hill tops.’ Several characteristics of pregnant women are seen to be 
superimposed on clouds - heaviness, fatigue, moaning, resting on the friend’s 
lap etc.. This most important quality of poetry is pursued by all poets. 
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(KAD,I,93-100.) The notion of personification, quickening all phenomena 
with life, is present in this samadhi 

Bhoja has also spoken of the samadhi guna, and illustrated it with a verse 
in which, as he points out, the actions of sentient beings such as ‘descending’, 
‘repeating’ and ‘touching’ are attributed to the cheeks etc. of the girl. 
(Ch.I,k.67,ex.88.) Here the definition is similar, but from the examples 
illustrating the alahkara, the difference between fragmentary superimposition, 
and the total superimposition in conceiving of the subject in the image of a 
sentient being in a context of emotion, can be seen. 

Ex.86,87. In the first verse, the fading of daylight with the setting of the sun 
is conceived of in the image of the beloved losing her sparkle at the sight of 
the lover embracing another. In the second, the wounded beloved is imposing 
her hurt on the lotus pond and the behaviour of the faithless lover on the 
sun. 

Ex.88,89. Since Bhoja considers the superimposition of characteristics as 
well as the possessor of these in samadhi he presents these verses in which 
the personality of Visnu is imposed on the king addressed. The second verse 
is presented in the text of Dhvanyaloka edited by K.Krishnamoorlhy. The 
editor cites in a footnote, the first verse, which he found as another example 
in one of the manuscripts. The context is the presentation of alahkdras through 
dhvani. These two are presumably rupakams presented in this manner. 
(DA,p.92.) 

Here we find another instance of Bhoja’s interpreting poetic expression 
without the aid of the vyahjana function ascribed to language by the dhvani 
school. Instead of identifying a rupakam remaining implicit in these verses, 
Bhoja finds samadhi alahkdra. But in the second verse, the attribution of thoughts 
to the ocean seems to be more in the nature of samadhi , than is the 
superimposition of Visnu on the person being addressed. And in the first, the 
impression is one of atisayokti as the person addressed is taken to be Visnu. 

Karika 47. No other rhetorician seems to have alluded to a melitam. And 
Bhoja in his usual style does not define it, but depends on the illustrations to 
show what it is, and how it comes under samadhi 

Ex.90,91. The difference between these and the previous samfld/n illustrations 
lies in the employment o Viva in these, in the manner of fancy and simile, 
respectively. In fact, the first verse is cited again under utprek$a. The verbs are 
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descriptive of the growth of creepers and animal slaughter, respectively, and 
are applied to ‘beauty’ and ‘sunset’, respectively, in these verses. 

Kdrikds 48-51. Samasokti has been described and illustrated by all rhetoricians 
from Bhdmaha onwards. When, in the expression (of one theme), another is 
gathered, due to the applicability of the epithets to that also, it is samasokti as 
the sense has been condensed. The illustration speaks of a tree, tall, straight, 
firm, branching, free of snakes, full of fruit, being felled by the wind. The 
allusion to a good man who is struck by misfortune is clear. (KAB,II,79,80.) 

Dandin goes one step further, including in the definition, the intention 
of speaking about one thing in terms of another comparable object He also 
points out the brevity achieved by this manner of expression. In one illustrative 
verse, the bee enjoying honey from an open flower and kissing a bud at the 
same time is described. Dandin explains that a philanderer dallying with a 
mature woman is shown fixing his desire on some girl as well, in this manner. 
Dandin also distinguishes between applying all the epithets commonly to 
both the subjects, and applying only some to both. He cites two verses, 
describing trees, which can allude to men as well. The commentator points 
out that in the second example, only some of the adjectives are applicable to 
both the tree and the good man. Dandin also speaks of an apurva-samdsokti In 
the example, ‘the sea, rid of snakes, holding sweet water, alas, dries up with 
time.’ He explains that this is apurva-samasokti as the earlier characteristic 
has vanished, signifying the man being overcome by misfortune. According 
to the commentator, it is the disappearance of serpents, saltiness etc. that is 
meant by ‘ apurod . (KAD,II,205-213.) 

Vdmana’s definition of samasokti assumes the acquaintance with the 
prativastu which he has described before that. Prativastu lies in putting forward 
the upameya and then, a similar thing. In samasokti without presenting the 
upameya, the similar thing is spoken of. He also points out the condensed 
nature of the expression, earning it the name samasokti ‘The karira tree standing 
in a desert, removing the fatigue of travellers, is praiseworthy. Fie on wish¬ 
granting trees on the Meru mountain, whose wealth is out of the reach of the 
needy.’ (KASV,IV,III,3 & ex.) We see that the tree is the favourite example for 
samasokti. 

Udbhata’s definition of samdsoktiis slightly different from thatof Bhdmaha. 
Through epithets applicable to both, the statement about the subject on 
hand, says something about what is not present He does not include the 
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condensing of sense in his definition. In the example, Uma, seated on water 
for performing her penance, is described, calling to mind a creeper in the 
wood. Some of the words have dual meanings. (KASS,II,k. 10,ex. 12.) The editor 
seems to think that this is an improvement on Bhamaha and Dandin. But we 
find that the relationship is reversed in this conception. The upameya is in the 
context and the allusion is to the upamana which is not in the context. This 
does not distinguish this figure very much from rupakam, The earlier authors 
have uniformly stressed the allusive nature of this condensed expression, 
and Dandin and Vamana have, in fact, pointed out that the apparent subject is 
not the main purport of the expression. 

Attributing all the common adjectives to the upamana, and thereby, 
drawing attention to the upameya, is samasokti in Rudrata’s conception. In the 
illustrative verse, ‘on this tall tree bending to please all seekers, abundant 
fruit, quick to ripen, and sweet, is setting.’ We have the tree again serving the 
description of the good man. Rudrata, like Vamana, mentions the upamana 
and upameya, and the latter being alluded to by the description of the former. 
(KAR,VIII,67-68.) 

Bhoja has followed Rudraia in conceiving of samasokti \n terms of upamana 
and upameya. He has brought in the vdcya-pratiyamana presentation of the 
similarity, and the purpose of praise and blame. 

Karika 50 is borrowed from Dandin, with slight modification, to distinguish 
between attributing all the epithets to both, and attributing only some to the 
upameya. Taking condensed statement as the main feature of samasokti he 
brings anyokti and what he calls ananyokti also under it. While Rudrata has 
spoken of an anyokti no one has mentioned ananyokti 

Rudrata describes anyokti as allusion to the upameya through the upamana, 
even when the epithets may not apply. ‘Rejecting the lake with sporting swans, 
bright with open lotuses, you are resorting to the puddle muddied by storks. 
So you are not a swan.’ (KAR,VIII,74-75.) Warder points out that, commenting 
on behaviour through ‘expression of something else’ which replaced ‘praise 
of what is not the subject’, was popular from Rudrata’s time on, as a vehicle 
for social criticism. (Indian Kavya Literature,261 ,p. 102.) Rudraia omits 
aprastuta-prasamsd, but the figure continued to live in other writers’ works. 

Ex.92. The usual example of the tree is presented more elaborately, in praise 
of the benevolent man. 
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Ex.93. The same tree image is presented, as if in condemnation, to draw 
attention to the exploitation of the good man by others. 

Ex.94,95. As usual Bhoja makes another class, ubhayavati, and its opposite. 
In the latter verse, from Bhartrhari , the main upameya seems to be the man 
of endurance. But, then, what minor upameyas would result from this 
interpretation, is not clear. 

Ex.96. In this verse, slesa is employed, to connect the upamana and upameya. 
Mammata seems to consider slesa as the essential mode of expression in 
samdsokti 

Ex.97. The allusion is not very clear in this verse. 

Ex.98. This verse has been quoted in a plain manner by Dhanika, to illustrate 
the dana-vira, mentioned by Dhananjaya, through king Bali (DR,IV,7 3.) Bhoja 
seems to be employing this verse to allude to some hero who is munificent. 

Ex.99. This verse is presented by Dartdin to illustrate samdsokti. Moya probably 
feels that the behaviour of the flirting bee serving the conception of the 
philanderer, is somewhat different from the shady, fruit-laden tree serving 
the conception of the benevolent man. He puts the first under anyokti and 
the second directly under samdsokti 

Prose before ex. 100. Bhoja puts forward tadbhavdpatti as the mode of 
signification serving ananyokti In Srhgdraprakdsa he lists the different modes 
of signification under three categories - mukhyd, gaunt and laksana. Mukhyd is 
distinguished into tathabhutartha and tadbhavdpatti While the expression of 
class, individual, quality, form, action and relation falls under the former, the 
latter is defined as presenting a sense as true when it is not true, by 
superimposition <adhyasa> and five other means, namely, kalpand, vivarta, 
viparinama, viparyaya and pravada. Superimposition seems to be the 
tadbhavdpatti which is in action here. Moya makes a distinction between fusion, 
through metaphor, of the upamana and upameya, and the replacement of the 
upameya by the upamana, through tadbhavdpatti which remains under the mukhyd 
manner of signification for him. In the examples cited for ananyokti the 
extension of the notion of upama is observed, whereas in samdsokti and, 
especially, in anyokti shades of drtfanta are to be seen. 

Ex. 100. In this verse from Viddhasalabhahjikd, the moon replacing the damsel’s 
face, but with the usual distinctions, seems to be rupakam harbouring vyatireka. 
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Since there is absolute identification, Bhoja gives the name ‘ ananyokti to this 
expression. 

Ex. 101. The total suppression of the upameya in this is similar to the atisayokti 
of Mammata and others. 

Ex. 102 is presented as aprastuta-prasamsd by Vamana, which he defines as 
showing a trace of the upameya and describing it in terms of the similar thing. 
(KASV,V,III,4 & ex.) 

Ex. 103 is presented to show that all condensed expressions involving upamdna 
and upameya fall under samasokti The chief upameya, Sitd, is named, but the 
parts such as her face are presented through the force of the upamanas. 

Prose after ex. 103. Bhoja now explains the difference between samadhi and 
samasokti In conceiving of the fading of daylight in terms of the woman 
betrayed by the lover, there is the imposition of what is not in the context on 
the context. In conceiving of the amorous hero as a flitting bee, what is in the 
context (the literal subject matter of the verse) is imposed on what is not in 
the context [In one there is attribution of sentient behaviour to a natural 
phenomenon, to make the description of the phenomenon attractive; in the 
other, the same attribution, but with the focus shifted from the phenomenon 
to the person described.] 

Kdrikas52,53. Like DandinBhoja describes utpreksamih the phrase utpreksyate. 
He mentions in the definition that it is the dravya, gunaov kriyd that is imagined 
in this manner. He brings the utpreksavayava spoken of by Bhdmaha and Vamana 
under utpreksa. The matam of Rudrata is also brought under this figure. 

Bhdmaha recognises the slight measure of comparison, the focus being 
shifted from the common quality, and the attribution of an uncharacteristic 
action, as well as the quality of exaggeration, as the features of utpreksa. In the 
illustrative verse, ‘mounting the trees in the guise of kimsuka flowers, fire is as 
if surveying the burnt and unburnt portions of the forest. (KAB,II,91-92.) 
While on the subject of the mingling of figures, he mentions the utpreksavayava. 
According to him, it possesses double entendre, a trace of fancy and metaphor. 
In the illustrative verse, ‘Sharing his beginning and end, as the sun has moved 
to setting, the day is, as if, in fatigue, entering the home of darkness for 
repose.’ (ibid,III,47,48.) One sees that the main figure in this expression is 
utpreksa. 
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Dandin defines utpreksa thus. ‘The behaviour / state of something, living 
or non-living, imagined otherwise, is utpreksa,’’ In the illustration, ‘tormented 
by the midday sun’s heat, the elephant is plunging into the lake, I think, to 
uproot the lotuses which are friends of the sun.’ He explains the fancy in this 
verse in the next. The elephant’s entering the water for bathing and drinking, 
is imagined and described by the poet thus, attributing to the beast the motive 
of returning hostility.’ 

Having shown the fancy conceived around a living thing, probably to 
illustrate the‘non-living’ subject of fancy, he provides the next example. This 
lotus adorning the ear is stopping my expansion’ - it is perhaps for this 
reason that your ear lotus is being invaded by your eye. Dandin explains that 
the poet visualises the glances from the corner of the eye reaching the lotus 
in the ear, in this manner. (KAD,II,221-225.) 

Then he presents the verse visualising the darkness as anointing the 
limbs, and the sky pouring down soot, in the description of a veiy dark night 
In the verses which follow, he explains that although the word Hvd has been 
used in this verse, it is not in the sense of upama. For the upamana and the 
common quality are missing in this expression. He concludes by listing the 
words which serve utpreksa, just as he did the discussion of upama. The word 
Hvd is common to both, but differing in purport (ibid,II,226-234.) Dandin 
declares that utpreksavayava has been considered under the utpreksa. varieties 
themselves, (ibid,II,358.) 

Vdmana also notes the ‘imagining otherwise’ and the atisaya (excellence/ 
exaggeration) in utpreksa. In the illustrative verse, ‘may the moon protect us - 
curved like a new lotus sprout, on the fire-red head of Siva, which has been as 
if put forth by the crystal white skull, watered everyday by Gafigad He explains 
that there is no superimposition or metaphor or error here. An element of 
comparison is present. Words like Hvd serve to express utprekya. (KASV,III,3,4 
& ex.) 

Vdmana considers utpreksavayava under alankara-sarnsrsti, which he defines 
as one figure serving as the womb of another. Under this fall upama-rupakam 
in which a rupakam arises from an upama, and utpreksavayava, in which another 
figure gives rise to the utpreksa in the expression. ‘Gathering with his fingers, 
the beams, her tresses of darkness, and closing her eyes, the lotuses, the 
moon is as if kissing the face of the night’ (ibid,IV, 111,30-33 & ex.) Evidently 
rupakam provides the basis on which the fancy is built 
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Udbhata follows Bhdmaha in defining utpreksa. ‘Expressed bywords such 
as ‘iW, without dwelling on the similarity, utpreksa is in the spirit of 
exaggeration, as it contains an action which is not the fact’ He adds that the 
conceit crosses the limits of common experience, and can be both of a 
positive and negative kind. Two verses illustrate apparently the positive and 
negative fancies. ‘Because of her penances, with her eyes fixed on the sun’s 
orb, drinking in his heat, the dark spot has as if landed on her face, mistaking 
it to be the moon.’ ‘Her cheeks, as if distressed by not being able to see each 
other, have reached this pallour.’ (KASS,III,k.3,4;ex.2,3.) 

Rudrata considers the two aspects of utpreksa, namely, similarity and 
exaggeration, under the two heads aupamyam and atis'aya He develops the 
earlier definitions more clearly. ‘On the basis of extreme similarity, first of 
all, identifying (the upameya with) the upamana, and imposing on it alien 
characteristics <atadguna>, is utpreksa ..’ Bhdmaha’s example in which flowers are 
fancied as flames is developed more poetically, with the addition of metaphor 
and emotion. ‘The fire of Love, having mounted the top of campaka trees, in 
the guise of flowers, is viewing travellers, as if wanting to burn them down.’ 

He describes another type in which a part of the upamana is imagined 
correspondingly in the upameya. The illustration is with the familiar example 
of the face-moon. ‘In the form of lines of musk on the pale cheeks, its stain 
has as if descended on her face, taking it to be the moon.’ 

Yet another type of utpreksa. is to attribute to something, presented with 
description, a characteristic not belonging to it, which fits in logically. In the 
illustration, the deep red dawn is visualised as the banner heralding the sun 
poised to rise behind the eastern horizon. [The sun, usually furnished with a 
chariot, is appropriately given a banner in the form of the red dawn in this 
fancy.] (KAR,VIII,32-37.) 

Under the category of atis'aya, utpreksa is conceived of as expressing the 
intensity of a quality by fancying an impossible cause, or by asserting the 
accomplishment of an impossible action. To illustrate the first, the sky is 
visualised as washed clear by the rain clouds, and the brilliant autumn 
moonlight, as if promenading on it, anointing the limbs of men. In the second, 
the sky is conceived of as the floor of the mansion of God, inlaid with 
moonbeam leaves and star flowers. 

Rudrata describes another type involving atis'aya, which is similar to 
Dandin’s conception of utpreksa as replacing a natural cause with a fancied 
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cause. ‘In the lake fast rising with the advent of the rains, the lotuses threw 
themselves into the water, as if unable to bear the parting from the swans.’ 
(ibid,IX, 11-15.) 

The notions of atadguna, sambhavand and atisaya and the use of words 
like l iva\ but with emphasis shifted from the similarity, are all part of the 
conception of utpreksa. Bhoja chooses to class this figure under the category 
involved in the fancy - substance, quality or action. 

Ex. 104. Technically, the fancying of one substance, namely, a corporeal form, 
in another, the mirror image, falls under dravyotpreksa. 

Ex. 105. This verse has already been quoted as an example of melitam, which 
he brings under samadhi alahkd.ro. There he has referred to the utpreksa sewing 
the conception of the quality, lavanyam, in the image of a creeper. The upama 
basis is apparent here, although it is the quality of beauty and not the girl’s 
frame, that is visualised thus. 

Ex. 106. This fancy, built around rutting elephants among the palm trees, is 
similar to Dandin’s example in which the natural actions of the elephant are 
fancied otherwise. The logical appropriateness which Rudrata points out in 
the flight of fancy, is apparent here. 

Ex. 107. This verse from Kumarasambhavam is cited by Vdmana to illustrate 
the utpreksdvayava, which he calls a manner of samsrsti There is an element of 
rupakam in this, which Bhamaha has kept in his definition of utpreksdvayava. 
Vdmana explains the word avayava as drambha, meaning source / action. Bhoja 
is interpreting the word avayava as part / limb, when he points out that the 
main action in this verse is conceived of in utpreksa, but its parts are not. [We 
note that the parts can be interpreted as upama and rupakam.] So our author 
proceeds to distinguish between the part and whole being fancied in utpreksa. 
The two views on utpreksdvayava, namely, applying the fancy to the whole, and 
developing every part of the fancy in the same manner, which he refers to, 
are not recorded in available works. 

Ex. 108. By the distinction he makes between whole fancy and part by part 
fancy, Bhoja is probablyjustifying his quoting this verse from Malatimadhavam, 
which expresses the intensity of Madhava’s love for MalaVL But this verse does 
not contain a single fancy, each of whose parts is developed with an ‘ ivd. 
Several utprekjas are strung together in this. 
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Ex. 109. This verse is cited by Bhdmaha to illustrate utpreksa. Probably because 
Rudrata quotes a similar verse to illustrate the utpreksa which he brings under 
the category of aupamyam, Bhoja feels the need to introduce the utprekyopamd, 
which nobody has mentioned. In his comment he makes the point that 
similarity is expressed by the phrase, ‘in the guise of. 

Ex. 1 10. Rudrata bases his matam on similarity. ‘After presenting the upameya 
as it appears to others, presenting it in one’s view, in an upamana developed 
originally, is matam. ’ In the example, ‘others say this is a face flushed with 
drink, framed by dark curls; but I think it is the red moon about to rise, 
attacked by the forces of darkness.’ There is an element of fancy in this 
expression. Bhoja’sve, rse is more appropriately kept under his atisaya categoiy 
which also accommodates utpreksa, by Rudrata. Since matam also employs 
words like ‘ manyi to express the conceit, Bhoja seems to be right in bringing 
it under utpreksa. 

The word sambhdvand, which has been used by several earlier authors to 
describe the flight of fancy in utpreksa, is used by Bhoja to describe another 
alankdra which he has considered under the figures of sense. There the 
expression (with iva, s'ahke, manye etc.) is immaterial, but the action of 
envisagement, both fanciful and realistic, is present Bhoja does not refer to 
the expressed and implicit utpreksa, which seems to have received attention 
from later writers. 

Kdrikas 54,55. Bhoja’s conception of aprastuta-pras'amsd is veiy different from 
that held by other writers. Bhdmaha describes it as the praise of an object 
which is removed from the subject on hand. In the example, the reader is 
asked to look at the fruits of the tree which are satisfying those who seek 
them, which are sweet, plentiful, ripening at the right time, all without human 
effort (KAB,III,29,30.) Obviously the praise is aimed at natural goodness or 
at the wonder of creation. 

Dandin qualifies the praise of the object which is not in the context, 
with the aim of condemning something in the context, as is obvious from the 
illustration and his comment ‘Not serving another, the deer are living happily 
in the forest, on grass, shoots etc., obtained without effort’ lie adds, ‘Here, 
the life of a deer which is not the main subject, is being praised by a man of 
pride who is tired of a life of service to the king.’ (KAD,II,3 41,342.) 

Vamana considers this figure in the upama-prapahca, and distinguishes it 
slightly from samasokti While the upameya is not mentioned at all in samasokti 
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in aprastuta-prasamsd it is indicated, but in both, the description is framed in 
terms of the upamana. In the example, ‘who is this strange ocean of beauty in 
which lotuses are floating along with the moon ?’ etc., the subject of description 
is mentioned in the ‘who’. (KASV,IV,III,4 & ex.) So Vamana’s conception of 
aprastuta-prasamsd does not include any relation other than comparison. Later 
writers speak of other relations such as general-particular and cause-effect 
serving as the basis of aprastuta-prasamsd, 

Udbhata’s definition is an improvement on Bhdmaha’s, since it adds that 
the talk of the object which is not in the context, has relevance to the context. 
In the illustration,‘the endowments of inaccessible forests, though abundant, 
attain old age without being enjoyed by anyone.’ The reference is to Umd who 
has kept herself out of the reach of the right spouse by adopting a life of 
penance. (KASS,V,k.8,ex.7.) Here again the emphasis is on comparison and 
the expression could well be a samdsokti or drstanta, From the example it is 
evident that prasamsd is not necessarily praise but generally means description. 

Rudrata does not mention this alankdra. And his anyokti which is said to 
have replaced it (Indian Kdvya Literature, Warder,p.l 02-103), is similar to 
the aprastuta-prasamsd of Vdmana , in as much as the upameya is mentioned, 
but talked about in terms of the upamana, in the illustration. The person 
addressed is being identified with storks which splash about in muddy puddles 
and censured for not being swans sporting among lotuses in clear lakes. 
(KAR,VIII,7 4-7 5.) 

Bhoja probably feels that the ground of indirect, allusive description 
has been covered by drstanta, samdsokti etc.. He examines the term aprastuta- 
prasamsd in a different way, taking ‘ aprastutd to mean ‘what is generally not 
praised’. And he goes into the reasons for disapproval, namely, contradicting 
the four values of dharma, artha etc. and into the motives for praising what 
should be censured, namely, personal conviction etc.. 

Ex. 1 1 1. In this verse from Abhijhanasakuntalam, which praises hunting as a 
worthy occupation, Bhoja sees the contradiction of dharma. 

Ex. 1 1 2. Praise of sin is supposed to be implied in this shocking invitation to 
dalliance. 

Ex. 1 1 3. In this indirect censure of approaching others for promoting oneself, 
there is some resemblance to Dandin’s conception of aprastuta-prasamsd. 
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Ex.l 14. Dandin’s example describing the carefree life of deer in the forest is 
modified by irony. While the purport is clear, the figure is difficult to identify. 

Ex.1 15. This verse from Gathasaptasatns quoted again in Chapter V to illustrate 
the ‘cheating’ sense of vipralambha. The contradiction of kama which Bhoja 
points out here is in keeping with that The praise of the women who are not 
in love with the philanderer, indirectly deploring the speaker’s own attachment 
to him, satisfies Dandin’s definition of the alankara, but in a literal manner. 

Ex.l 16. This verse from Gathdsaptasati, praising the fever, which is the cause, 
for bringing the lover to her side, which is the effect, would satisfy the later 
classification of this figure on the basis of cause-effect, general-specific etc. 
relations, obtaining between the main subject and the description. But both 
are within the context, and this does not violate Bhoja’s interpretation of 
aprastuta as ‘not praised’. 

Karika 56. Bhoja borrows Dandin’s definition of tulyayogita (KAD,II,330j, and 
applies his classification of ‘expressed’ and ‘implicit’ to the ‘comparable 
feature’. 

Bhdmaha defines this figure thus. Even though the description is of' a 
lesser entity, in order to hold it up as equal to a superior one, combining it 
with that in a common activity, is tulyayogita. The verse he quotes to illustrate 
this is borrowed by Bhoja, with a slightly modified sense. (Ex. 117.) There the 
Serpent, Himalaya and ‘Your Highness’ are described as not transgressing 
their limits. (KABJII, 27,28.) 

Dandin’s definition of tulyayogopamd comes nearer Bhdmaha’s tulyayogita, 
as it includes the notions of equating an inferior with a superior entity and 
the attribution of a common action. (KADJI.-48.) Both his illustrations of 
tulyayogita, in praise and blame, (KAD,II,33 1-332), are borrowed by Bhoja, 
but further qualified as containing the comparable quality explicitly and 
implicitly, (ex. 119,1 18.) In the latter, s'lesa serves the attribution of ephemcrality 
to both the friendship of women and a Hash of lightning, and so the compared 
quality is ‘explicit’! 

Vamana’s definition is on the same lines, adding simultaneity to the 
action that combines the inferior with the superior entity. ‘The lord of the 
serpents and your arms bear this earth bounded by the oceans.’ (KASV,IV,III,26 
& ex.) 
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Udbhata’s conception of this figure is very different. He rejects the upamd 
basis altogether and only speaks of the equating of several things, all removed 
from the context or present in the context. The examples make his idea 
clear. Whose mind, viewing the delicacy of your limbs, is not struck by the 
roughness of the malati flower, the moon’s beam and the plantain stem ?’ 
‘Tell me if this penance cloth, bark garment and deer hide seat are fit for 
your frame.’ (KASS,V, k. 7,ex.5-6.) Here, the implicit equation of the several 
things with each other, in being contrasted with Lima's limbs, or in being 
considered unfit for her, is not in the manner of upamdna-upameya. 

Rudrata does not include tulyayogita in his list of alankaras at all. Bhoja 
borrows his definition from Dandin and his illustrations from Dandin and 
Bhamaha, Since he considers the implicit presence of the comparable quality 
as well, he offers one more illustration. 

Ex. 120 is a subtle expression of‘combining equals’. The daring of the person 
engaged in the three activities or, implicitly, the danger involved in all of 
them, is what combines them in equality. 

Kdrikd 57. Probably to bring the number of examples to six, Bhoja brings in 
another view regarding tulyayogita. Conceived of as equipoise or uniform 
behaviour, it is more in the nature of character delineation. 

Ex. 12 1 is cited in the commentary on Dasarupakam by Dhanika, to illustrate 
the dhirodatta hero, and more specifically, the quality of gdmbhiryam, which is 
inborn. (DR,II,4 & ex.;II, 1 2 & ex.) 

Ex. 122. Here again tulyayogita seems to be more than a figure of speech. But 
in both examples several circumstances are equated through their evoking 
the same response, and the expression does play a significant role in driving 
home the equanimity and the unpleasantness, respectively, of Rama and the 
person alluded to in terms of the nimba tree. In the latter there is an element 
of samdsokti, as Bhoja himself points out. 

Kdrikd 58. Bhoja borrows from Rudrata and Dandin in delineating the figure 
lesa. Bhamaha dismisses lesa along with hetu and suksma as no alahkara at all. 
(KAB,II,86.) But we do not know what concept he is referring to by that term. 
Dandin presents two versions of lesa, one of them attributed to ‘others’. 
Apparently he himself conceives of it as the concealment of what is showing 
signs of becoming disclosed. He cites two examples, one explaining away the 
thrill betraying someone’s love for the princess as ‘being caused by the cold 
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wind’, and the other, the tears welling up at the sight of his beloved as ‘due to 
the dust blown into his eyes’. (KAD,II, 265-267.). Bhoja brings these under 
the type of apahnuti in which the cause which is to be concealed, is denied, 
and another suggested, for the same effect. 

The other version in which praise or blame is done ‘ lesatah ’ (slightly / 
not in so many words - KADJI,268-272) is what probably became established 
later as the ‘making out of virtues as faults’ and ‘faults as virtues’. And he 
speaks of vydjastuti as well, in which praise is expressed in apparent censure. 
(KAD,11.343.) Probably because this could be covered by the notion of lesa, 
Bhoja names it as a variety of lesa. 

Vdmana does not present lesa as an alankara, but speaks of vydjastuti His 
definition of the latter is an improvement on Bhdmaha’s. By pointing out that 
the subject has not accomplished the extraordinary feats of great ones, he is 
in fact being praised, as he is assumed to be comparable with them. 11 is 
verse is similar to Bhdmaha’s example. ‘ Rama built the bridge, pierced seven 
palm trees with one arrow etc. You have not done this. Your pride is useless.’ 
(KASV,IV,III,24 & ex.; see KAB,III,3 1,32.) Dandin presents a similar verse, but 
does not consider it necessary to point out the comparison with legendary 
heroes which is implied in vydjastuti He also illustrates the operation of slesa 
in this praise through censure. (KAD,II,343-34 7.) 

Udbhata, following Bhamaha, does not speak of lesa . He defines vydjastuti 
as the expression whose direct sense is censure, but the real purport praise. 
He does not bring in the implied comparison with great ones of past ages, 
through asserting the failure of the subject to accomplish their extraordinary 
feats, either in his definition or in the illustrative verse. In that the beauty of 
the girl is cursed, as no groom can be found for her in all the three worlds. 
(KASS,V,k.9,ex.8.) 

Rudrata speaks of les'a, but leaves out vydjastuti He uses the phrases 
‘converting a virtue into a fault and a fault into a virtue’, which Bhoja borrows, 
He adds that the nimitta (motive / means ?) for this is lesa. His examples are 
not veiy clear. In the first, the fault seems to be really fault and not virtue 
converted into fault In the second example, making a virtue out of a fault, 
the actual purport is not clear. (KAR.VII, 100-102.) 

Ex. 123,124. These verses are presented by Dandin to illustrate lesa* in others’ 
view’. Bhoja describes the context more fully and adds the reason, namely, 
the fear of offending or being laughed at, for the ‘slight’ utterance. 
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Ex.l 25,126. Moya then illustrates combinations of both in the same 
expression. The first illustration makes use of samdsokti and the second, direct 
reference, for indicating the subject of description. The second verse is cited 
by Dhanika in the Dasarupakam to illustrate the ahga called mrdavam of 
prastdvana (procedure of Bhdratl vrtti ). This ahga is defined as ‘faults becoming 
virtues and virtues becoming faults’ in speech in drama. After illustrating 
both separately, Dhanika provides this example to illustrate their combination 
<ubhayam>. 

In his comment Bhoja tries to make a point. He seems to be wondering 
why the two parts of such a combination cannot be called les'a, when 
considered separately. And he seems to be right when he says that, when 
considered as an independent whole, one half of these two verses sounds 
like vydjastuti and the other like aprastutaprasamsa (in his conception). The 
second half of ex.l 26 which resembles Rudrata’s example could very well be 
an instance of Bhoja’s aprastuta-prasarnsd. 

Ex. 127. Bhoja borrows Dandin’s illustration of vydjastuti (KAD,II,345), but 
points out that it is the conversion of guna into dosa which technically brings 
this under les'a. 

Ex, 128. Bhoja’sX ove of combinations is evident in this clever progress through 
praise and apparent blame to praise, finally. 

Kdrika 59-60. Sahokti is again an ancient alankara. Bhamaha defines it without 
any reference to comparison or any other relation binding the two entities 
figuring in it. ‘Two actions based on two different entities, taking place 
simultaneously, are expressed by one word / phrase.’ In the illustration, 
‘(wintry) nights with the directions obscured by dew, inducing close embraces, 
are growing long, along with the pleasures of lovers.’ (KAB,III,39,40.) 

Udbhata’s definition of sahokti is almost identical with Bhamaha’s. ‘The 
heaven-folk, along with Death bearing the name ‘ cakrd , sent by Him ( Visnu ), 
attained their dreams in that war full of sparks.’ (KASS,V,k.l5,ex.l5.) 

Vdmana conceives of sahokti in the same way, i.e., the expression of the 
simultaneous actions of two things by one word. He adds that a word having 
the sense of "sahd makes this possible. ‘The sun has retired along with the 
enemies. Now the army can be withdrawn from the battlefield.’ Vdmana 
explains that the superiority and inferiority of the two (sun and the enemy, 
respectively), is not implied, and so this is different from tulyayogitd. 
(KASV,IV,III,28 & ex.) 
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Dandin describes sahokti very generally as ‘the assertion of an action or 
quality with the sense of accompaniment’ In the illustrations, ‘along with my 
sighs these nights are lengthening’, ‘along with travellers’ stupour the mango 
blossoms are growing’ etc.. (KAD,II,35 1-354.) 

Rudrata goes further in his examination of this figure. First of all he 
perceives that it is possible to base sahokti on a firmer relation than the one 
of simultaneous occurrence, which is all Rhdmaha and others saw in it And 
this relation can lie in one thing influencing another to act like itself, or one 
thing causing another, or the two things could be related by similarity. (His 
description of the last explains why he has not included tulyayogita among 
his alahkdras. For, in his sahokti involving similarity, something is combined 
with a better known thing in the same action.) 

The vdstavam class is illustrated with, ‘Along with my love, her bosom 
and thighs are expanding....’, ‘Along with your offences, her torment is growing...’ 
etc.. Under aupamyam he quotes, “With his longing growing, the traveller sped 
homeward along with his mind...’ [He travelled as fast as his mind.| Under 
this class the clubbing together of several objects of one agent through one 
verb is also possible. ‘He bears you in his heart along with great dreams. If 
you are angry where is the place for another there?’ 

Rudrata attributes to others the sahokti in which there is no mutual 
connection between the two things, but they take place at the same time in 
the same manner. ‘Along with the lily petals cakravaka birds are parting. Along 
with the lotuses the anger of women is closing up.’ (See KAR,VII, 13-1 8; VIII, 99- 
102 .) 

Kdrikds 59-60. Rhoja follows Rudrata in distinguishing between similarity and 
other relations providing the basis of sahokti although he does allude to the 
received view (probably the reference is to Bhdmaha and other ancients) that 
this alahkara does not deal with comparison. He also develops Rudrata's 
distinction between two agents being brought together by one verb, and two 
objects being related with one agent by one verb. He adds his own distinction 
between vivikta and avivikta sahoktis. Under the latter, he cites interesting verses 
from literature. And he draws the reader’s attention to the accomplishment 
of comparison through words like ‘ sahd and of accompaniment through k iva\ 

Ex. 129. This verse from Dandin, clubbing together the pleasant spring days 
with people’s joys, is presented as vaisadrsyavati sahokti but the influence of 
the former on the latter is not pointed out, which Rudrata would insist on, 
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although Bhoja follows him in pointing out the combination of the two agents, 
namely, spring days and people’s joys. 

Ex. 130. This verse from Gathasaptasatl is somewhat similar to Rudrata’s 
example illustrating the comparison-based sahokti in which the beloved is 
borne along with cherished dreams by the lover. Here, however, no similarity 
is to be seen between the hero and her rival who are held in her heart by the 
pining woman. 

Kdrika 61. This seems to be a superfluous Kdrika, providing a feeble excuse 
to bring the number of illustrations to six or its multiples. Two sahoktis in a 
single verse does not call for an extension of the definition. 

Ex. 1 31. This verse from Dandin would illustrate Rudrata’s sahokti in which the 
cause and effect are clubbed together in one verb. But Bhoja merely sees two 
pairs of agents being linked by one verb each, exhibiting his leaning towards 
grammatical analysis, missing the contribution of this figure to the import 

Ex.l 32. This verse from Setubandha illustrates the stringing of several agents 
through one verb. Although Bhoja’s comment merely describes the variety of 
sahokti meticulously, this verse from a great literaiy work bestows meaning on 
this classification. 

Ex. 133. Again from Setubandha, this verse makes skilful use of sahokti Bhoja 
shows us how the word Hvd not only accomplishes the comparison between 
the several pairs of things, but also places them together in the ocean. 

Ex, 134. Dandin also speaks of‘asserting together of quality’, and this verse 
has been cited by him presumably to illustrate that Bhoja further points out 
the similarity between the things combined and the singleness of the coupling, 
of the night, once with the sighs, and once with the limbs. 

Karikas 62-65. Rudrata is the first writer to speak of the alankara called 
samuccaya. Like several other figures, this too is considered under the two 
classes, vdstavam and aupamyam. The first type seems to have been developed 
further by later writers. The gathering together of several things, extraordinary 
or happy, in one place is samuccaya, ‘The Trikuta mountain is your fortress, 
the sea your moat, the Ten-headed your leader, and the demons your soldiers. 
And the adversary is a human counselled by monkeys. What can you fear in 
this laughable situation?’ This much pleasure is there in this world - the 
night lit by a brilliant moon, the terrace on the mansion, talk of poetry and 
friends who are attached and able.’ ‘Love brings movement, limpid glow, 
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widening and batting of lids to your eyes, arming them for attack.’ ‘Making 
their lips quiver, their body thrill, their voice tremble, their eyes flutter, Love 
is invisibly adorning young women.’ 

Rudrata also points out that the combination can be of only good things, 
only bad things or of both. ‘Honey in fragrant flowers, nectar in the moon, 
rare virtue in beautiful folk, this is the good the Creator has brought into the 
world.’ ‘In the desert in summer, saml and karira trees entwining, winds harsh 
with burning sand - what can be worse than this ?’ ‘Frost in lotus banks, aging 
in beautiful women, bad conduct in wives, wealth in low men.’ 

Rudrata mentions another samuccaya in which, the place and time being 
the same, the qualities or actions are put in two different bases. ‘Having 
destroyed the race of enemies your army shone clear and the adversaries 
became dark-faced.’ ‘By fate I am parted from the wide-eyed one and this 
season of crowding rain clouds has come.’ In this type of samuccaya, the 
conjunction seems to lie in the ‘and’ keeping both statements together. 
(KAR,VII, 19-29.) 

Under the class of comparison, Rudrata presents samuccaya briefly. When 
several dravyas (or guna or kriyd ) with a common feature are brought together, 
without words such as iva, even though the upamdna-upameya idea is present, 
that is samuccaya, ‘In the pond the fish are bound in nets, in the forest deer in 
snares, and in life, men in love, by the Creator.’ (ibid,Viii, 103-104.) 

Bhoja does speak of placing several dravyas, gunas, kriyas in one kriyd , 
dravya or guna, but his treatment of samuccaya is based heavily on grammar. 
And he does not pay attention to the good-bad-mixed collection or to the 
comparison basis which Rudrata has mentioned. 

In grammar, samuccaya is a term naming one of the ways in which the 
particle W performs the task of conjunction. The nipdta ‘ca links in four 
ways, by samuccaya (community of reference, e.g., isvaram gurum ca hhajasva), 
anvacaya (collateralness of reference, e.g., bhiksamata gam ca dnaya ), itaretarayoga 
(mutually) and samahara (by aggregation). The last two senses of‘ca’ can be 
expressed by compounding into a dvandva, e.g., matapitarau and panipadam 

Bhoja explores all manners in which things can be grouped together, by 
the use of ca, without ca, and through dvandva samasa. Things can be combined 
with a ca for each, or by a ca occurring at the end of the list Combinations 
with both types of W use are possible. The combination can be of two 
things or several, or of several pairs. And although the analysis is strictly in 



870 




terms of grammar, the verses drawn from great works of poetiy, to illustrate 
the figure, are apt as well as striking. 

Ex. 135. This verse conjures up the picture of the servant trimming the lamp 
and leaving, discreetly shutting the door, leaving the lovers to themselves. 

Bhoja explains that the lamp and Love are taken together by ‘cd in 
samuccaya, i.e., the same verb / action of shining has reference to each. The 
two are not combined on their own, without reference to the verb. So each 
has to remain in singular number, and there is no question of combining 
them into a dvandva compound. 

Ex. 136. This verse from Malatimadhavam aptly illustrates the samuccaya of 
grammar in the samuccaya alankara, and serves the story as well. Kamandaki 
who has been scheming to make Mdlati fall in love with Madhava, is pleased 
and concerned at the sight of the pining girl. Bhoja points out that both 
pleasure and concern are felt equally, and so this cannot be anvdcaya. 

Ex. 137. This accumulation of all the great traits in one person fits Rudrata’s 
definition of one kind of samuccaya, as the fortunate collection of excellent 
things. 

Ex. 138. This verse from Sis'upalavadham, placing all the pleasing features 
together in these women, would satisfy Rudrata’s definition of samuccaya as 
the presence in one place of several pleasant things. The commentator 
identifies the alankara as parindma. {Sis'upalavadham, X,37.) 

Ex. 139. This list of pleasures is like the examples illustrating the collection 
of only good things, which Rudrata presents. Both are near the alankara called 
sara (or uttaram of Bhoja), but there is no progress through better and better 
things. 

Ex. 140, introduction, comment. The misra variety is probably the ubhayasraya 
mentioned in-the definition. As can be gathered from the comment, it means 
‘making use of ‘cd in both ways, after every member of the conjunction, as 
well as once after the final member. Probably the phrase after the word 
misra, introducing this example, should be ubhaydsrayavan (= containing both 
kinds of ‘cd use), and not ubhayapadasrayavat (= like the samuccaya containing 
two pada combinations and many jW«z combinations). 

This verse from Mahabhdratam exhibits all kinds of conjunction, i.e., 
single as well as cumulative use of ca, and dvandva. Adityacandrau is clearly a 
dvandva, but probably has to be taken in singular number. 
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Ex. 141. This verse from Sisupalavadham does not make use of oz, and satisfies 
the itaretarayoga condition. Since all the signs combine to indicate intoxication, 
and each of them cannot do this singly, the plural number is justified. The 
commentator calls this the second type of samuccaya, bringing together several 
karanas. ( Sisupalavadham, X,16.) The interpretation of samuccaya in terms of 
kdrana and karya accumulation was made later by Vidyanatha, Visvandtha etc,. 

Ex. 142. One sees the samuccaya of Rudrata’s asat type in the first line listing 
all the features which make Siva an unsuitable groom. But since Bhoja wants 
to locate the samahara aggregation, he puts his finger on the yat etc. which is 
in singular number and neuter gender. (A samahara dvandva has these features.) 
But it is on the basis of the list in the first line that the yat etc. in the second 
can be interpreted as the aggregation of the opposite endowments. 

Ex. 143. This verse depicting ParvatVs losing herself to intoxication and to 
her husband could have been expressed in the mode of sahokti, with a slight 
change in construction. The impression is similar to that of sahokti in this 
verse, as well as in ex. 135. 

Ex.144. This verse from Meghadutam is an apt illustration of conjunction 
guided by anvdcaya, as the cloud is first told to perform the primary task, i.e., 
lighting the way of the abhisarikas, and then the supplementaiy one of refraining 
from frightening them. 

Ex.l 45. Bhoja. proceeds from conjunction to the next step in grammar, namely, 
compounding in dvandva. This beautiful verse from Raghuvarnsam would not 
be classed under samuccaya alahkdra by Rudrata. Only Bhoja’s very general 
definition and technical excursion into grammar can allow samuccaya in this 
powerful upamd. 

In his comment he cites the sutrams from Pdninh which he thinks explain 
the ekasesa form of the compound ( pitarau ) and the adjective qualifying it 
(. samprktau ). But one of them, pita matrd (AAJJIJ 0), is sufficient for the purpose. 
The other, pumdn striya (AA,I,II,67), is irrelevant, as it only enjoins that a word 
in masculine gender, when combined with the same wort! in feminine gender, 
is retained, the latter being dropped, e.g. brahmanah + brahmani = brahmanau. 
In Mahdbhdsyam there is a long discussion on the dvandva rule (AA,11,II,29), in 
which plaksa-nyagrodhau is cited. The itaretarayoga of these trees is asserted to 
be one of association, and the indication of both by the word plaksau or 
nyagrodhau is ruled out 
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Ex. 146. Eager to exhibit samahara dvandva, Bhoja strays away from Rudrata’s 
conception of samuccaya once again. 

In his comment he cites the siitrams which sanction irregular forms like 
akyibhruva and the places where dvandva compounds in singular number are 
formed. ‘ ..vanmanasaksibhruva...' is part of the list of irregular forms formed by 
adding the affix ‘ ac\ (AA,VJV,77.) The compound sarakarmukam (and the 
conversion of aksibhruva into aksibhruvam ) is sanctioned by the rule ‘dvandvasca 
pranituryasenanganarri. This means that the dvandva compound is in singular 
number when made up of parts of a living being, a performing ensemble, or 
army. (AAJI,IV,2.) This rule does not sanction the compound dhava-khadira- 
palasam, That is done by another rule (ibid, 12) that says that a dvandva 
compound of words naming trees, wild animals, etc. etc., is optionally singular. 
The varttikam adds that these should be in large numbers. If a combination 
of one plaksa and one nyagrodha is meant, the compound can only take the 
form ‘ plak$anyagrodhai £. A subsequent rule (ibid, 17) says that all the above 
dvandva compounds in singular number are in the neuter gender. In the 
Kasiha vrtti on A$tadhyay % 1 dhavakhadirapalasaH is considered as an itaretarayoga 
dvandva, (on AA,II,II,29.) Plaksanyagrodhau and dhava-khadira-palasam are cited 
by Bhoja in Srhgaraprakdsa as examples of dvandva compound. (SP, p.25.) 

Kdrikds 66-68. Bhoja borrows the phrase pratisedhokti from Dandin in his 
definition of aksepa, He adds his usual distinctions of assertion, negation, 
statement, device etc. to the expression of aksepa. The rodha which he brings 
under this figure is not mentioned in available earlier literature. Probably 
because most of the examples cited by Dandin express the stopping of an 
action, in many cases, the departure of the husband on travel to distant 
lands, by the apprehensive wife, Bhoja sees fit to distinguish one kind of 
aksepa as rodha. But he considers these expressions of prohibition, based on 
feeling, only as aksepa. Rodha has to obstruct an action and spell out the 
reason as well. The minute differences he makes between suddha and misra 
expressions, anukula and pratikula arguments, ukti and yukti methods, make 
the reader’s head reel. But the main thrust of aksepa seems to be protest / 
refutation / questioning / negation / prohibition, and not apparent holding 
back or retraction of something for the purpose of emphasising its importance, 
which is the notion Bhdmaha and his followers seem to have held. 

Dandin devotes over forty verses to describe, illustrate and explain the 
different angles from which aksepa can be viewed. His definition is brief and 
simple - aksepa is the expression of pratisedha. Admitting that the object of 
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aksepa c an be infinitely varied, he makes three broad distinctions - past, present 
and future - in what is being protested. After each illustration, in one set, he 
identifies the main object of the questioning and qualifies the aksepa by that 
name - dharma-, dharmi-, Paranakdrya- etc. -aksepa. 

He cites a number of verses in which the lover about to depart to distant 
lands is sought to be stopped by the anxious beloved in various ways. By 
hinting at her death, through apparent benediction or permission, plain 
ordering, expression of helplessness, fit of anger, apparent indifference, 
alienation, assisting the departure, pulling herself together, etc., the aksepa is 
expressed. 

Other illustrations are in a different vein. In these, negation of something 
is conveyed in apparent sympathy, seeming doubt, real remorse, or indirect 
praise. The verse he presents as slista-aksepa amounts to the spurning of the 
upamana, and the example of varttamana-aksepa also shows the superfluousness 
of the upamana. These approach Vamana ’s conception of aksepa. The verse for 
vrtta-dksepa, questioning the bodiless Love conquering the worlds with five 
flower arrows and then admitting that things possess strange powers, comes 
near Bhdmaha’s conception of aksepa. The verse for arthantara-aksepa is veiv 
similar to Bhamaha'sve rses for this alankara. ‘Strange that your valour is not 
satisfied even after pervading the whole world. But is satisfaction to be seen 
of a raging fire ?’ (KAD,II,120-1 68.) 

Bhamaha defines aksepa in this manner. With the intention of drawing 
attention to its importance, when the intended import is as if negated, that is 
aksepa.' 1 While listing the set of alankaras under which aksepa comes, he has 
described it as twofold, dealing with already expressed matter and with that 
about to be expressed. ‘If I cannot see you for a moment I become anxious. 
But let me stop. What is the use of telling you unpleasant things ?’ [In this 
the matter about to be described is apparently held back to impress upon 
the listener how serious it is.] ‘It is strange that after conquering the world 
with your valour you are not proud. After all what cause would be sufficient 
to effect a change in the ocean ?’ (KAB.II,67-70.) This verse is like Dandin’s 
example for arthantara-ak^epa. And as a matter of fact, the next alankara which 
Bhamaha and Dandin take up is arthantara-nyasa. 

Udbhata repeats i?Afl77zc/hz)ydefmition with very' slight changes. He further 
explains that what has to be asserted is presented by the negation itself, and 
repeats that the matter of aksepa is about to be expressed or already expressed. 
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What must be the supremacy of Love that even Rudra is in this state ? But 
let me stop. Who are we to measure the ocean’s water with a pitcher ?’ 
‘Musing thus, strangely, his thoughts did not come to an end. But where has 
the end been seen of thoughts inspired by Love, or of Time ?’ The similarity 
to the arthdntara-aksepa is seen in both these verses, (in the reference to Time 
in the latter). (KASS,II,k.2-3,ex.l-2.) 

Vdmana considers aksepa in the upama-prapanca and so conceives of it 
as the questioning / repudiation of the upamdna: The upamdna is rejected 
because its work is done by the upameya itself. When her cool, lovely face is 
there, what is the use of the full moon ? etc.’ 

Vdmana offers another interpretation of the word aksepa also. In that 
the upamdna is hinted at, i.e., it is gathered from the expression. ‘Bearing the 
rainbow like fresh nail marks on her pale clouds / breasts, autumn.favoured 
the moon, making the sun burn.’ He explains that the autumn, the sun and 
the moon are perceived to be compared with a harlot, the hero and his rival. 
Kunjunni Raja points out that the first interpretation of aksepa is the pratlpa 
of later writers, and the second, samdsokti (KASV,rV,III,27 & ex.) The second 
verse would illustrate the samadhi alankara of Bhoja aptly. 

Rudrata considers aksepa in the aupamyam section. He defines aksepa as 
protesting against the expression of something, as it is only too well known 
<prasiddha> or defies expression <viruddha> , and then asserting something else 
(similar) to establish this. ‘It is strange that the soft crescent moon too is 
burning me. But what is strange here ? For the snow does burn up trees.’ [It 
is well known that the moon does torment parted lovers.] ‘I am counting 
your virtues. But enough. Curse on the prattling me. Who can measure the 
water of the sea with a pitcher ?’ [Counting the vast multitude of the hero’s 
virtues in the eyes of the woman attached to him is impossible.] Both 
incorporate the notion of arthantara. The second example is somewhat similar 
to Udbhata’s. (KAR,VII,89-9 1.) 

Ex. 147. This verse is quoted by Daviin to illustrate e as'irvacana-aksepa\ 
(KAD,11,14 1,142.) Bhoja points out that both the statements are in the form 
of vidhi (positive assertion). 

Ex. 148. This verse from Kumarasambhavam expresses a spirited protest by 
Parvatl against being dissuaded from choosing Siva as her husband. Bhoja’s 
distinguishing between s'uddha and misra expressions on the basis of the mode 
- only vidhi, only ni$edha, and their mixture - brings this under the misra 
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category. What strikes one in this verse is that the refusal to change her mind 
and supporting it with the statement about persons who follow their own 
will, satisfies the notion of aksepa in Dandin (arthantar a-aksepa ) as well as in 
Bhamaha. 

Ex. 1 49. With this verse Dandin illustrates his varitamana-aksepa. He explains 
that the girl in the act of adorning her ear with the flower, is being questioned 
thus by her gallant lover. (KAD,II,123-1 24.) Bhoja turns his attention to the 
manner of expression, namely, nisedha supported by nisedha, i.e., one question 
by another. 

Ex. 150. In this questioning of the loftiness and depth of the mountain and 
the ocean, respectively, there is an element of up amana-aksepa. 

Ex. 15 1,152. Both these verses based on the Ramayanam story illustrate rodha 
well. In his comment Bhoja uses the phrase ‘vacana-vrtti’, probably meaning 
direct signification. 

Ex. 153. Dandin uses this verse to illustrate yatna-dksepa, which is effective by 
‘showing the futility of making the effort to do something which one does 
not like and ending up doing the opposite’. Bhoja uses the word i yauktd to 
describe this aksepa, probably meaning that it is indirect prohibition. 

Ex. 154. In this verse from Gdthdsaptasati someone is retorting with asperity 
to a person who is trying to impose an austere code of conduct Bhoja uses 
the word kaku to describe the manner of signification and avoids the term 
vyanjand, under which kaku seems to have been placed by the dhvani school, 
later on. 

Ex. 155. The questioning probably brings this under aksepa But cited again 
in chapter V to illustrate ndyaka-abhdsa, this expression is nearer Bhoja’ssamadhi 
alankdra 

Ex. 156. This verse seems to describe the appearance of protesting. Bhoja 
interprets it in several ways, which are not very clear. 

Ex. 157. This verse from Setubandha, describing Rama’s rejection of the joy of 
living, sounds like the karya-aksepa of Dandin. There, in Lhe absence of the 
lover, the rainy season has arrived, and the woman is surprised that she is 
continuing to live. (KAD,II, 133,134.) Here, in Sita’s absence, the rainy season 
has passed, but still Rama cannot take pleasure in living, Bhoja sees a 
questioning of the kdrana here, namely the arrival of a more endurable season, 
and not an obstruction of the kdrya, namely, Rama’s continuing lack of interest 
in life. 
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Ex. 1 58. This verse is cited by Dandin to illustrate prabhutva-aksepa. (KAD, 
II, 137, 138.) The veiy argument he makes to show that it is the wife’s 
command which stops the husband from departing, Bhoja converts into one 
supporting the classification of this verse as dksepa and not rodha ! 

Bhoja takes no notice of the arthantar a-dksepa of Dandin, which 
corresponds to the notion of dksepa entertained by Bhamaha , Udbhata and 
Rudrata. The adducing of another matter to justify something which has initially 
been questioned, does not seem to be properly the concern of dksepa. Mammata 
also does not bring in another matter to emphasise what is being denied in 
his examples illustrating dksepa, although in the description of this figure he 
follows Bhamaha. (KP,X, k.106-107, ex. 471- 472.) 

Kdrikds 69-70. Dandin’s definition of arthantara-nydsa is borrowed without 
any change. (KAD,II, 169.) Bhoja adds Rudrata’s sadharmya- based type of 
‘adducing another matter’ and to contrast with it, his own vaidharmya- based 
one. By vaiparitya / viparyaya he means presenting the corroboration before 
the statement to be corroborated. This switching of order of the corroborated 
and the corroboration is mentioned by both Udbhata and Rudrata. But Bhoja 
does not mention the corroboration through a universal or particular 
statement which Dandin and Rudrata have referred to. He does not include 
the other varieties such as virodhavan, yukta, ayukta, yuktdyukta, slesaviddha and 
viparyaya which Dandin has counted. He has not considered the corroboration 
from the opposite angle, spoken of as < viparltam> by Rudrata. Nor does he 
note the use of the word hi which Bhamaha and Udbhata have considered 
important (but not indispensable) in expressions of arthantara-nyasa. 

Bhamaha defines arthdntara-nyasa as bringing in a matter unconnected 
with that already presented, which however supports it ‘Eager to rush into 
the terrible army of the enemy, you are not apprehensive. Good or bad - 
what is to come is told by the soul of men.’ He adds that arthantar a-nydsa is 
well expressed by the use of c hi\ as it puts forth the reason which establishes 
the matter stated. ‘Mountains bear even the enormous clouds which resort 
to them. For it is the greater beings who support the great ones approaching 
them in friendship.’ (KAB, II, 7 1-74.) 

Dandin’s definition is brief, but it also states that the other matter brought 
in should be capable of establishing the matter presented first, for this is the 
purpose for which it is brought in. He counts several ways in which it operates. 
The supporting statement can present a general truth or a particular one. It 
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can support one contrast by another, justify something as fitting, establish it 
as inappropriate, combine both, employ pun, appeal to the opposite. In 
several examples, the other statement begins with ‘nanu\ and some contain 
‘hi’. But Dandin does not consider changing the order in which the main 
contention and the supporting statement occur, and does not draw attention 
to the similarity which forms the basis of support in some cases. (KAD.II, 169- 
179.) 

Udbhata straightaway shows the different ways in which arthdntara-nyasa 
can operate - the supporting statement can precede or succeed, with or without 
the employment of ‘hi’, (the contention). He distinguishes it from aprastuta- 
prasamsa and drstanta, in as much as it supports the sense presented in the 
context. ‘When man is bent on achieving something, there is nothing he will 
not do. Even Lord Siva ‘became’ a student (to find out Parvati’s feeling towards 
himself).’ ‘The attachment of women is reputed to be kept concealed. Hence 
Siva set out to ascertain her feeling, donning the form of a student.’ ‘Having 
settled himself, Siva began to meditate. For the knowledge arising from 
meditation is not contradicted by fact,’ ‘Engaging in austerities, Uma went 
through great hardships. What other way is open to maidens aiming for an 
unattainable husband ?’ (KASS,II,K.4-5,ex.3-6.) In all these verses a general 
statement supports a particular one. 

Rudrata advances further in the analysis of arthdntara-nyasa, by describing 
the form of the matter to be established - i.e., it can be general or particular 
- and adding that the supporting matter is similar (in puiport). ‘Clouds are 
able to provide shade even to tall mountains. For greater ones can help great 
ones.’ (This verse is similar to Bhamaha’s example.) ‘Eveiy pleasure and pain 
is guided by desire. Young women are gladdened by nail pricks in dalliance.’ 

He speaks of another kind of corroboration in which the support is 
from the opposite angle <viparitam>. ‘By women visiting their lovers at night 
even the darkness-destroying moon is cursed. For anything is appreciated by 
people only when it supports their aim.’ [Here the cursing of the moon is 
justified by showing that it is not doing what can win appreciation.] To men 
with calmed hearts eveiything is calm. For in separation from the loved one 
even the moon pains the mind intensely.’ [The transcending of pleasure and 
pain by hearts which have conquered attachment is supported by asserting 
the opposite - the intense pleasure and pain in hearts which are attached.] 
(KAR.VIII,79-84.) Dandin’s viparyaya is slightly different from this. In his verse, 
‘when lilies are scorching one, what can be expected of the lotus bank ? 
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When the friends of the moon are fierce, the friends of the sun cannot be 
gentle.’ (KAD ,11,179.) 

Vdmana keeps arthdntara-nyasa in the upama-prapahca. He also conceives 
of it as ‘establishing what has been stated, by another sentence on another 
subject’ Again he explains ‘vastd as the sense made by the entire sentence, 
and so rules out expressions like ‘There must be a pond nearby, from the 
smell of lotuses.’, as the supporting matter is not presented in a sentence. He 
also sets down that the reason is somehow perceived without the connection 
being explicit. So ‘whatever is created is not permanent’ cannot be called 
arthdntara-nyasa. The verse he quotes from Kiratarjunlyam is cited by Bhoja to 
illustrate the arthdntara-nyasa employing vaidharmya. Since arthdntara-nyasa 
has the form of reasoning, and that involves anvaya and vyatireka, he proceeds 
to distinguish it from the vyatireka alahkdra. (KASV,IV,III,2 1 & ex.) 

Ex. 159. This verse is from Dandin, whose commentator points out that this 
corroboration is Pis'esasthd, as the behaviour, not of men in general, but of 
only great ones, is brought in to support the statement about the clouds. 
(KAD,11,173.) Bhoja does not go into the general / particular nature of the 
corroborating statement He only points out the sadharmya which is at the 
basis of the corroboration. 

Ex. 160. In this verse from Kirdtdrjuniyam, describing the celestial damsels 
sporting in water, the garland presented by her lover is being retained by 
one, even though it is wet and uncomfortable to wear now. The commentator 
identifies arthdntara-nyasa in this verse. {KirdtdrjuniyamjV\ll,31.) Bhoja’s 
explanation of vaidharmya is not very clear. While the corroboration here is 
not based on sadharmya (similar grounds), vaidharmya can only mean 
‘difference’ here, not ‘contrast’. 

Ex. 161. This verse illustrates corroboration in the reverse order, the supporting 
statement preceding the one requiring support The word viparyaya is used in 
a different sense by Dandin. In the verse he cites to illustrate it, ‘the torment 
from the lilies means that the lotuses will also affect (the parted lover) in the 
same way. If the friends of the moon can be fierce, the sun’s friends cannot 
be gentle.’ (KAD,II, 17 9.) Viparyaya seems to lie in corroboration with the 
behaviour of things of the opposite nature themselves. 

Karikd 7 1. The ubhayanyasa has been described and illustrated by Rudrata, 
but it is nearer prativastupamd. The pratyanika-nydsa and pratika-nyasa are not 
mentioned in available earlier literature on the subject. 
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Ex. 162. This verse is similar to the examples cited for prativastu-upama by 
earlier writers. Bhoja insists that the notion of corroboration is present although 
the two ideas have been presented apparently without drawing attention to 
this relation binding them. 

Ex. 163. Rudrata speaks of a figure he calls pratyanikam, in which the superiority 
of the upameya is presented by conceiving of the upamana as its rival, vying 
with it In his illustrative verse, the moon being a rival vying with the heroine’s 
face, is tormenting the hero (who is her ally, as later authorities would point 
out.) 

For Bhoja, pratyanika-nyasa seems to mean mutual corroboration. And 
in matching the men who render assistance without expecting any return, 
with recipients of assistance who are eager to reciprocate, there is mutual 
corroboration of rarity. 

Ex. 164. This pratlka-nyasa is not to be found in available works on Poetics. 
This verse from Abhijndnasakuntalam corroborates the protection offered to 
the hermits by Dusyanta’s archery by attributing it to a mere fraction of the 
action, namely the twanging of the bow string. One commentator on the play 
sees ekadesavivartini upamd in this verse, or alternatively, samdsoktigarbhita- 
utpreksd. 

This seems to be some kind of exaggeration, although one can see the 
point Bhoja is trying to make. Probably the ‘hi’ in the expression justifies its 
inclusion under arthdntara-nydsa. 

Bhoja seems to have considered the sdmanya-visesa feature which Mammata 
later brought into the definition of arthdntara-nydsa as irrelevant. He does not 
seem to have considered it necessary that a general statement must be 
corroborated only by a particular, and vice versa. Otherwise he would not 
have kept the ubhayanyasa under arthantara-nyasa. In his view corroboration 
seems to have been the crux of adducing another matter, whether as a parallel 
or as a reason. And it is easy to see that both can be expressed in a general 
statement or particular assertion. 

Karikas 7 2-73. Visesokti seems to have been conceived of in different ways by 
different writers until it was defined as the converse of vibhavand by Mammata, 
namely, the absence of effect with the cause being fully present. Bhdmaha has 
defined it as pointing out the absence of an important quality, to show tha 
the subject remains distinguished, by the presence of another (compensatin, 
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for it). In the illustrative verse, Madana conquers the three worlds, single 
handed, for, while destroying his body, Siva did not destroy his power. [One 
can see that this verse satisfies the later definition also. Siva’s reducing him 
to ashes is the cause which fails to have the effect of destroying Madana’s 
power.] (KAB,III,23-24.) 

Dandin supplies the definition which Bhoja borrows - some lack in quality, 
class, action etc. is highlighted in the subject, to draw attention to its 
superiority. Borrowing all his examples, Bhoja adds another variety, of 
distinction even without pointing out some lack. (KAD,II,323-329.) 

Udbhata’s conception of vis'esokti approaches that set down later by 
Mammata, ‘Even when all the necessary conditions are present, the effect is 
shown not to result, to indicate some difference in the subject In some 
expressions the reason for the effect not taking place is stated, in some it is 
not The first illustration does not state the reason. ‘High birth, beauty, youth 
are all there, and yet happiness is not attained. Whose mind does this not 
strike as strange ?’ In the second, the reason is given. ‘Seeing your strange 
behaviour, even the eager questions are not coming out of my mouth.’ [The 
circumstances are there - in Siva’s eagerness to converse with Parvati, but the 
questions are not asked, the reason being Pdrvati’s peculiar conduct] (KASS, 
V,k.4-5,ex.2-3.) 

Like Udbhata, Bhoja mentions in his definition,..the reason being stated 
or remaining unsaid, for the distinction. This feature seems to have become 
an important part of vis'esokti later. 

Vdmana includes vis'esokti in the upamd-prapahca and hence he conceives 
of it as a device for confirming the similarity between the upameya and upamana. 
In vyatireka the upamana is distinguished by some feature which sets off the 
upameya’s superiority. In vis'esokti by asserting the absence of some feature in 
the upameya, it is implied that in all other respects it is identical with the 
upamana. While upama is the basis for vyatireka, vis'esokti is nearly rupakam, as 
Vamana himself points out To illustrate this - the upameya being nearly identical 
with the upamana - he cites a number of phrases : ‘the herbs are the lamps 
not filled with oil, assisting the lovers’ (in the caves of Himalaya), ‘gambling is 
man’s kingdom without a throne’ etc. His negative examples are not very, 
convincing. ‘Elephants are moving mountains’ - only technically can this be 
described as showing a lack, namely, that of fixed location. The herbs serving 
as oilless lamps is cited as an example of vibhavana by Bhoja, (KASV,IV,m,23 
&ex.) 
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Ex. 165-169. Bhoja borrows all the illustrations provided by Dandin. In his 
comments he shows the kind of lack, i.e., in dravya etc., and points out whether 
the reason for the distinction is stated or left unstated. 

Although it is the absence or flaw of some dravya, jdti, guna or kriya that 
is to be pointed out, all the illustrations incidentally show some effect to be 
arising, with the cause remaining absent or defective. These »w^o£hillusLrations 
cannot satisfy the definition propounded by Udbhata and established by 
Mammata, as they present the opposite state of affairs. They could be brought 
under vibhdvand, The difference is that in vibhdvand, some other cause is 
brought in or an appeal is made to nature. 

Ex. 169. This expression is called hetu-visesokti by Dandin, The commentator 
explains that there is a shade of hetu alankara in this. Bhoja interprets the 
vaikalya here as the defect in the dravya^ to distinguish it from the previous 
expression in which there was absence of dravya. So he uses the two terms 
dravyavaikalyavail and vaikalyavaddravya for these two visesoktis. 

Ex. 170. Probably developing the concept of vaikalya on the lines of Vdmana, 
he reached the opposite notion, avaikalya. And a beautiful verse from 
Vikramorvasiyam which shows visesa, not in the absence, but in the presence, 
albeit brief, of something, was available, to bring the number of examples to 
six. Bhoja’s explanation is not veiy lucid, but it is easy to see that the brief 
contact with UrvasYsYxmb is described by Pururava as conferring a distinction 
on his shoulder. Bhoja adds that the distinction belonging to Urvasi is 
expressed, not through visesokti, but through paryayokti 

Karika 74. Bhoja’s conception of parikara is different from that which seems 
to have become established in Poetics. For, while he accepts the building up 
of the description, he does not set down the condition that it should have a 
pointed aim. His notion of parikara is analogous to the notion of the sandhyanga 
called parikara in drama. 

Parikara is the second step in the first juncture, mukham, in which the 
theme is introduced. The seed sown in the very first, part of mukham, namely 
upaksepam , is further expanded in parikara. To illustrate this, Dhanika presents 
the elaboration of the brief, general statement which hints at the stoiy in 
Ratnavali, in particular detail immediately. The introductory verse, ‘what is 
desired for the good of all is brought by Fortune even from another land, 
from the middle of the ocean, nay from the ends of the quarters’, is then 
elaborated by the ministers statement briefly recounting Ratnavali’s rescue 
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from the shipwreck and her arrival in this kingdom. (DR,1,25-27,comment.) 

Rudrata is the first known writer who has described and illustrated 
parikara as an alahkara. When the subject matter, in the nature of a thing (or 
action or quality or class), is described with a purpose, all the descriptive 
phrases strengthening the same, that is parikara. ‘Having rejected the fruit 
which was just ripe, sweet, fragrant, and, moreover, had fallen of its own 
accord into your hands, now you are repenting.’ [In this verse, the adjectives 
make the joy rejected sound more desirable and the regret more keen.) 
Similarly, in the reproach addressed by the offended woman at the erring 
lover, the ‘straightness’ which she denies possessing, is described with telling 
phrases - it would have made her totally compliant in love and hidden the 
greatest of his offences. The simple action of living is described with the 
disparaging epithets ‘never at peace, burdened with a thousand responsibilities, 
sleep gone, trusting none’, in the case of ‘this ambitious king’. As for the 
description of class, ‘In all the world only lions lead an enviable life - tolerating 
nothing, full of might, unquestioned in action.’ (KAR,VII,72-76.) In all these 
verses, the description with a number of phrases sharpens the focus of the 
expression. So the distinguishing feature of parikara is the poin ted heaping 
of adjectives on a single subject, to express some intent. 

Mamtnata expresses this conception briefly and his illustration 
enumerates several qualities of particular men who are all willing to give up 
their lives for the leader / master / king being described. [From this the 
greatness of the subject can be judged.} But Mammata realises that the filling 
out of the description only saves the expression from the fault of apustdrthata 
and so parikara could amount to the guna of pustdrthata. He hastens to point 
out that the concentration of all the adjectives on one aim distinguishes it as 
an alankara. (KP,X, 118,ex.519.) 

Ex. 17 1-1 76. Bhoja considers parikara from several points of view. The first 
group of six does not seem to be bound by a common thread in the matter 
of subject. While kriyd-, kdraka- and sambandhi-parikara can all be put in the 
class of grammatical concepts, and sadhya and dntanta could be considered 
as concepts from nyaya, vastu remains alone. The illustrations of all excepting 
sadhya-parikara have elaborate compounds performing the description. Bhoja 
seems to be illustrating the surrounding of the subject with adjectives and 
adverbs, preferably in compounds. Much Samskrta poetiy displays this 
abundance of description in compounds. 
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Karikd 75. Probably because it was an accepted fact that much description 
was done through compounding, Bhoja goes to other comparable 
grammatical features, krt, taddhita, and shows how description can be packed 
into these complex forms. The action being transferred into these, the verb 
in the expression becomes bare, and it is these derivative forms which 
supplement it 

Ex. 177, comment Bhoja cites the Pdninisutram (AAJIIJII, 10) which explains 
the usage in ‘ udakam hdrikdyata and ‘gosanddyl visasi’. The affix tumun or nvul 
is placed after a verbal root with the force of the future, when the word in 
construction therewith is another verb denoting the action performed for 
the sake of the future action. So this verb becomes an upapada (auxiliary) and 
assists the action contained in the verbal derivative. In other words the main 
verb in the expression has to be supplemented by the krdanta to describe the 
action. 

The allusion in ‘satr (affix) etc. in lak$and etc.’ is to the sutram (AAJII , 
11,126) which says that satr and sanac can replace the laf end of a verb to 
express the characteristic etc. attending the main verb, e.g, s'ayanah bhunjate 
yavanafi{yavanas e at, reclining.) Thus Bhoja draws the reader’s attention to the 
various ways in which the action is elaborated with the sanction of grammar. 

Ex. 178. In this verse from Kiratdrjuniyam, Bhoja points out how the 
indeclinable adverbial form ‘ stanopapidard arises. The sutram (AAJIIJV.49) 
says that the roots pld etc. take the namul affix when they are preceded by 
‘upd and compounded with nouns ending in the third or seventh case. 

Bhoja directs the reader to look up for himself instances where the 
frequency or repetition of an action is indicated by repeating the verb in the 
imperative mood, followed by the same verb in the normal form. e.g. lunihi 
lunihityevdyam lundti (AAJII,IV,2-4.) 

Ex. 179. Bhoja then goes to the adverbial elaboration accomplished by 
coupling it with the action. As the commentator points out, in the expressions 
‘asikd and ‘ sayika\ the ‘nvuV affix has been added to the roots to convey the 
sense of the verb, as sanctioned by the varttikam on the sutram (AA, III,III, 1 08). 
And the compounding with ‘ustrd and ‘ hatd conveys the sense of comparison 
- ‘in the manner of camels’, ‘like wretched ones’. Bhoja sees the 
commonplaceness of these actions being contemptuously expressed in the 
plural number. In contrast to this, the reader is struck by the rarity of moments 
in the shady bower with one’s beloved, expressed in the singular. 
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Ex. 180. This verse illustrates the supplementing of the verb bywords which 
stay apart from the verb. By the word krdartha, Bhoja seems to mean a word 
other than krdanta, say a noun-derivative, which serves the description of the 
action. The sutram (AA,V,IV, 17) says that the affix krtvasuc is added to a numeral 
when the repetition of an action is to be counted. 

Bhoja goes into a long explanation of why the adverbial expressions, 
uytrasikdh, varan etc,., have not been used in the neuter gender (and singular 
number). 

Ex.181. In this verse, the role of the ‘yathd tathd usage in elaborating the 
manner of occurrence of the action is shown. 

Ex. 182. In this verse from Setubandha, the same yathd and tathd are used in a 
different way, to convey a different kind of sense - not the manner of the 
action, but its accompanying another. 

Kdrika 76. The sambodhanam with kriyavisesanam is common in stotram, the 
name of the person / god addressed in eulogy or prayer being surrounded 
by a number of epithets. By laksanadayah Bhoja seems to mean the senses 
served by the various noun cases. The main noun in the given case is strung 
with a lot of descriptive nouns in the same case. 

Ex. 183. In this verse on Gahgd, more than the different epithets which 
conventionally provide the story of the river, the wish to die in the river, 
elaborated alluringly with descriptive compounds, strikes one as parikarcL 

Ex. 184. This verse illustrates the third case ending serving description. 
Naturally, adjectives have to supplement the pronoun in the third case. 

Ex. 1 85. In this verse from Uttarardmacaritam which hints at the evil which is 
about to befall Rama, his spotless reign over his subjects in contrast with the 
vile talk they are indulging in about him, is dramatically expressed by the 
third case ending, supplemented by the seventh case ending. This is more in 
the nature of virodha. 

Ex. 1 86. In this verse (from Raghuvamsam ) introducing a royal suitor to Indumati, 
Bhoja points out the supplementing oVanend by the other epithets, but the 
alluring picture of life with him on the banks of the river Siprd seems to be 
more worthy of the name parikarou 

Ex, 187. In this verse (from Raghuvamsam ) introducing a dark prince to Indumati, 
Bhoja points out the sense Tor that purpose’ served by the fourth case, being 
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supplemented by the other phrases. But apart from this technical analysis, 
visesanam which is the hallmark of parikara is seen in the striking description 
of his dark form and her fair frame and the upama presents the match 
beautifully. 

Ex. 188. In spirit this is not different from sambodhana-parikara, as the epithets 
surround the object of worship, although Bhoja draws attention to the fourth 
case ending given to the word joined to namak (AAJIJII, 16.) 

Karika 77. Having named all the features supplemented / embellished by 
description in the terms used by grammar, now Bhoja turns his attention to 
the elaboration or filling out of other alahkaras like upama, by clever handling 
of words and sense. 

Ex. 189. Since the s'lesa provides both the senses without transfer, this 
elaboration of the artificial comparison of a poet with a thief is accomplished 
by ‘the words themselves’. 

Ex. 190. In this verse, the rupakam in the compound gaganasamudre is developed 
in the manner of upama Since it is filled out by the various senses added 
thus, and not with member rupakams , the parikara is drthah here. 

Ex. 191. In this verse the slesa in madanakalpaprasadhanam puts forth two virodhas 
- dressing up for dalliance while in the arms of the lover, allaying the pain of 
separation with lotus leaves while in the arms of the lover. The ambiguous 
description of the women builds up this virodha Resolving the contradiction 
by realising that this is a description of women sporting in water with their 
lovers, is another matter. 

Karika 78. Bhoja chooses to bring the ekavali alankara also under parikara. 
Rudrata has introduced an ekavali in his vastavam group, in which a number 
of senses are presented one after another, the second onwards being a 
description of the previous, either through assertion or through negation. 
The first verse which he presents to illustrate this is used to demonstrate 
dipakam by Bhoja (KAR,VII, 109-1 1 1.) This conception of ekavali has been 
retained in later literature. 

Bhoja’s conception of ekavali is quite different. There is no dovetailing 
of one sense with the previous. And there is the stringing together of repetitions 
of the same word or sense. The only feature which this shares with the earlier 
ekavali is the building up of the description. 
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Ex. 192. In this verse from Nalacampu, the descriptive phrases are lent the 
charm of ambiguity by the repetition of harimiva. Upama and s'lesa are in 
operation in attributing the adjectives to the pure water of the holy river and 
to each Hari referred to. 

Ex. 1 93. Here all the acts left undone focus on one activity - decoration. This 
building up of one intent through several descriptions brings this near Rudrata’s 
parikara. 

Ex.l 94. Bhoja sees the verb-action tusyati being elaborated by repetition of 
the pronouns and the persons indicated by them surrounding it There is 
some resemblance to Rudrata’s ekavall in the chain-like arrangement of the 
expression of displeasure. 

Bhoja’s analysis of parikara has followed an entirely different course 
from that initiated by Rudrata, The ‘surrounding’, ‘expanding’, ‘enlarging’ of 
some focal point in the expression is what parikara amounts to, in his view. 
This could apply to expression in poetry generally. And as Mammata points 
out, it could be simply called pustarthata. And his excursion into grammar, 
logic etc. seems to have been guided by whim, one thought sparking off 
another. And while the proliferation of categories seems to have been inspired 
by adding up the number to six or its multiples, or the wish to accommodate 
several verses from great works which have appealed to him, in bringing 
some accepted figures under others, he seems to have followed some obscure 
reasoning, at times. 

Kdrikds 79-80. Dipakam is one of the earliest recognised alankaras. Bharata 
describes dipakam as lighting up (expressing) several subjects and thus bringing 
them together, by one statement ‘Where the lakes with swans, the trees with 
flowers, the lotuses with intoxicated bees, the pleasure gardens with revelling 
companies, were always filled.’ (NS,XVI,53.) 

Bhamaha also refers to the illumination of the sense, and the aptness of 
the name, and adds the distinction of adi-madhya-anta to this figure, without 
defining it clearly. In the three illustrations, the verb is observed to be 
performing the task in the adi- and anta-dipakams. In the madhya-dipakam the 
agent along with the verb, ‘spring adorns’, occurs between the two objects, 
‘the flower-bedecked women’ and ‘the valleys full of bird calls’. (KAB, II, 25- 
29.) 

Dandin provides the definition as well as the four illustrations for kriyd, 
jdti, guna and dravya which Bhoja uses. He also points out that these verses 
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have illustrated the adi-dlpakam and proceeds to give a few examples of madhya- 
and arita-dipakams. Then he gives an example of adi-dlpakam which is arranged 
in the pattern of mala. He speaks of a viruddhartha-dipakam in which two 
contrasting actions regarding the same object are attributed to one agent - 
the clouds are increasing the vanity of Madana and decreasing Lhat of Summer. 
His ekartha-dipakam is the bridge between dipakam and arthavrtti which is 
also brought under dipakam by Bhoja. ‘This row of clouds is seizing the expanse 
of the quarters, capturing the luminous bodies, snatching away my life.’ He 
explains that, as only a single action of the clouds is illumined by the different 
words, this is ekartha-dipakam. As in the case of other alahkaras, here too, he 
gives an example employing sle$a. 

Danclin then goes to arthavrtti,padavrtti and ubhayavrtti which he regards 
as being close to dipakam, but not identical. The first is illustrated by a verse 
in which flowering is attributed to several kinds of trees with different verbs. 
This is clearly distinct from the ekartha-dipakam seen above. The padavrtti 
verse has been borrowed by Bhoja, and the ubhayavrtti example is similar in 
structure to Bhoja’s. (KAD, II, 97-119.) 

Udbhata takes only the adi-madhya-anta notion from Bhdmaha and adds 
the features of underlying comparison and belonging to the context and 
remaining away from the context He does not refer to the ‘illumining’ 
accomplished by this figure. In the verse illustrating adi-dlpakam, ‘the autumn 
destroyed the bloom of flowers on kadamba trees and the joys of women 
parted from their lovers.’ For illustrating the madhya- variety, he cites a verse 
containing three statements, the middle one containing the common verb. 
(KASS, I, k. 14, ex. 15-17.) 

While Udbhata says that the comparison must be implicit, according to 
Vamana, who considers dipakam in the upamd-prapahca, upameya-upamdna 
statements must have one verb in this figure. This can occur in the initial, 
middle or final statement. The example of adi-dipakam resembles the verse 
illustrating the aupamya-b&sz.di samuccayaofRudrata. He illustrates the madhya- 
dipakammth verses making three statements, keeping the verb in the middle 
one. He does not speak of the illumination accomplished by dipakam. 
(KASV,IV,III, 18,19 & ex.) 

Rudrata considers dipakam on\y m the vastavam category, and he develops 
the one-verb concept put forth by Vamana further. He speaks of two principal 
types, kriya-dipakam and karaka-dipakam, i.e., illumining with one verb, or with 
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one agent, stationed in the initial, middle or final statement Each of his six 
examples is composed of three statements, with the verb or agent contained 
in the initial, middle or final statement. (KAR,VII,64-71.) 

Bhoja has borrowed the definition of dipakam from Dandin, but does 
not seem to have realised the importance of the phrase, ‘remaining in one 
place’ <ekatravartina>, for he brings the various avrttis under this figure. Perhaps 
to bring the number of examples to twelve, he adds the avail and the 
arrangement in different patterns. The image of the lamp in which this figure 
is conceived, is lost, for he uses the phrase ‘lighting up’ indiscriminately - in 
describing the repetitions as well as the single occurrence of the common 
word, in his comments on the examples. 

Ex. 195-198. All these verses are borrowed from Dandin. Bhoja meticulously 
identifies the chief phrase in the ‘first quarter’ in each verse, and distinguishes 
the dipakam as ‘ kriyavisayam ’, *dravyavisayam' etc., in his comments. 

Ex.l 99. The singleness of place, time and person brings this somewhat near 
dipakam, and Dandin’sve rse showing ekarthadipakam is similarly constructed. 
This could be called karaka-dlpakam, following Rudrata’s practice. 

Ex.20Q. This verse is also from Dandin, and again the single agent. Love, can 
feebly justify the inclusion of this padavrtti under dipakam, 

Ex.201. In this verse from Malatlmadhavam, in the repetition of jaya\ 
ubhaydvrtti is obvious, and the singleness of the address can probably bring 
this under kar aka-dipakam, 

Ex.202. This verse does sound like a namavali addressed to God. But Bhoja’s 
explanation of the term avail, applied to this repetition, is not veiy lucid. 

Ex.203. The repetition of sense and casket-like fitting are obvious, but only 
the singleness of the agent and location bring this near dipakam. 

Ex.204. This verse is presented by Rudrata as an example of ekavali, but 
Bhoja’s conception of ekavali is different. He shows the rasana pattern in this, 
the dipakam being supplied by the single ‘ iha, which holds the successive 
predications together in one place. 

Ex.205. Although the succession is apparently in the pattern of rasana, the 
single verb 'sobhati serving all the predications, distinguishes the mala, order 
in this expression. Each statement has to be completed by this common 
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verb, before going to the next. Bhoja has illustrated dlpakam in both the patterns, 
and has skilfully pointed out the difference. 

Ex.206. In this verse, the brief statement is expanded in the mala pattern, 
being contained implicitly in each member of this pattern. The expansion of 
the simple action of readying the bow and arrow, to the winning of universal 
fame, probably makes Bhoja see the Cakravala mountain (which encircles the 
earth) in this. Elsewhere Bhoja has used the term cakravala to describe circular 
repetition, for instance, in yamakam. Mammata does not let this vast expansion 
of idea influence him to discard the term mala-dlpakam for this verse. (KP, X, 
ex. 459.) 

Karikd 81 ,ex.207-212. Bhoja has observed the kinship between dipakam and 
krama in the singleness of attribution, and so considers krama after describing 
dlpakam Earlier writers have spoken o [yathasankhyam as the enumeration of 
things, followed by description in die same order. Bhoja makes a departure 
from this by speaking of only ‘describing things one by one / in order and 
keeping the term krama. And, accordingly, in the verses he cites, the listing 
and description are not necessarily done separately, with one verb relating 
them. 

Dandin and Bhdmaha define yathasahkhyam simply, as ‘mentioning a 
number of things and then speaking of them in the same order. Bhdmaha 
adds that the things mentioned need not be connected with each other. 
Dandin provides the information that this is also called sahkhyanam and krama. 
In their illustrative verses the comparison is evident, holding up the upameya 
as superior. The glow of your smile, eyes, visage has been stolen by the lily, 
the blue lotus and the lotus, when you stepped into the water to bathe.’ The 
lotus, the moon, the bee, the elephant, the cuckoo, the peacock are conquered 
by you with your face, lustre, eyes, gait, voice and braid.’ (KAD, II, 273-274; 
KAB, II, 89-90.) 

Vamana calls this figure krama, and having placed it in the upamd-prapafica, 
explicitly states that the upameya and upamdna are related, following an order. 
‘By her graces, (i.e.,) speech, smile, glances, the lute, the jasmine blossom , the 
garland of blue lotuses are conquered.’ (KASV, IV, III, 1 7 & ex.) 

Udbhata takes Bhamaha’s definition, adding that many things must be 
mentioned. (It is the number that contributes to the charm of this figure.) 
‘By conquering the lotus stems, swans and lotus blossoms, she has fully 
conquered the lotus banks.’ (KASS,III,k.2,ex.l) 
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Later the question seems to have been raised as to how enumeration 
in order can become an alahkara, as it can be considered as the avoidance of 
the fault of apakrama. e.g. ‘Your fame and might are like the sun and the 
moon.’ And as all the examples present a vyatireka, yathasankhyam is only 
serving another alankara. 

For the first time, Rudrata does away with the comparison basis for this 
alankara, by considering it under the vastavam group. And like Udbhata he too 
realises that two or three attributions to the same list of things makes this 
expression charming. If only two things are mentioned, the attributions must 
be many. ‘With the glow of collyrium, snow and gold, riding the Bird, the 
Bull, the Swan, staying on the ocean, the mountain, the lotus, may Hari, Hara 
and Brahma bestow good on you.’ ‘May the holders of sarhga and sula, seated 
on the milky ocean and the mountain, riding the Bird and the Bull, glowing 
like the cloud and the moon, slayers of Madhu and Madana, protect you.’ 
(KAR,VTI,34-37.) 

Bhoja borrows the term paripati from Rudrata, and he does not speak of 
following one list with another, but in his usual manner, sees the paripati in 
either the words or in the sense, or in both. To add up to the number six and 
present all the verses which strike him as exhibiting enumerative order, he 
further sees two varieties in each. 

Ex.207. This verse has been cited by Vdmana to illustrate his krama. The 
changes made in this version focus attention on the teeth and the lustre in 
the eye. In the earlier version, the kunda blossom and the indivara garland 
conjure up the image of lips opening in a smile and glances cast in a series. 

Ex.208. The extension of the notion of krama from word-correspondences 
to whole descriptions, is seen in this verse. This description of the sacred 
letter has been cited earlier to illustrate the guna called sammitatvam The 
crescent moon and the nail mark are conceived of as two halves of oin, one 
contemplated in the mind, and the other cherished in the heart. One does 
see the point made by krama in this description. 

Ex.209. In this verse from Meghadutam, there is no enumeration followed by 
description, but each item is described at once. The order of seasons has 
been observed by the commentary on Meghadutam. 

Ex.210. This verse also does not first list the set of locations and then the 
things adorning them, with which the sun gained comparison, upon Visnu’s 
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form expanding to fill the universe. And the expression is more akin to 
dlpakam, but as the matter is taken up in a certain order, probably the term 
krama can be applied here. 

Ex.2 1 1. In this expression, one listing has been made, and the corresponding 
items are variously expressed. Both the vyatireka and the krama serving it are 
interestingly expressed. This may not conform to the strict definition of 
yathasankhyam, but it is not a contrived example devised by a rhetorician. 

Ex.2 1 2. In this verse again one set of items has been enumerated and die 
other set expressed in the same order, but set in a prayer. Moya it commen t is 
not very lucid, but he seems to be making the point that the comparison of 
the various parts of the king’s torso to the holy objects of prayer is of secondaiy 
importance, to the arrangement of the latter in the descending order of 
importance. The krama here is more complex than in the examples invented 
by rhetoricians to illustrate yathdsahkhyam 

Since Bhoja has obviously found these verses in existing poetry, and has 
seen the element of krama in them enhancing the charm of expression, his 
abandoning the notion of yathasankhyam as the strict matching of one list of 
things with another, and retaining Vamana’s term, krama, seems to keep him 
nearer poetry. 

Rarika 82, ex.213-219. Bhoja uses the term paryaya to cover die parydyoktam 
and paryaya described by earlier authors. Observing the two distinct ways of 
‘expressing in other words’ in the examples - those cited by Dandin and 
Bhdmaha amounting to ‘excuse’, and those cited by Udbhata and Rudrata 
expressing in a round about manner, but not through any secondary usage 
of language - Bhoja calls one misam and the other uktibhahgi And to make up 
the number six, he probably brings in the notion of avasara (occasion / event) 
which is full of significance, drawing attention to the sense which forms its 
background. 

According to Bhdmaha, parydyoktam is that which states ‘in another 
manner’, as in Krsna’s words in Ratndharanam - ‘Neither at home nor abroad 
do we eat food wich has not been eaten by brahmanas' Bhdmaha adds - this is 
to prevent poisoning. Like his samdhitam, this too appears to be expression at 
the service of story. (I<AB,III,8-9.) 

Dandin describes parydyoktam thus. Without saying exactly what one 
wishes to say, but to put it across, using some other manner, is parydyoktam l 
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He cites the verse borrowed by Bhoja, in which the friend leaves the lovers to 
themselves, saying ‘I will drive away the cuckoo damaging the mango blossoms.’ 
In the next verse he explains that, having helped the girl and her lover to 
meet at the agreed place, the friend leaves with this excuse, to further their 
union. (KAD,II,295-297.) 

Bhoja seems to have hit upon the sdkahksa and nirdkanksa distinction 
from Dandin’s explanation. He offers Dandin’s example as well as another, in 
which the pretext being made is stated in so many words, (ex.213,21 4.) 

While Udbhata follows Bhamaha’s line of thought, he also develops and 
clarifies the definition further. ‘Expressing in another manner’ means that 
the real purport is not contained in the word senses or in the connected 
sense. In the illustrative verse, the destruction of Gajdsura is indicated by 
describing his wives as letting loose their hair, beating their breasts and 
breaking their bangles. One can see that neither the primary usage nor the 
secondary usage of language conveys this sense, but the knowledge of social 
practices is needed to supplement the description. (KASS,IV,k.6,ex.6-7.) 

Rudrafa speaks of two paryayas . The first one is the paryayoktam of earlier 
writers. He adds that the other matter presented to convey the intended 
sense, does not share either similarity or a cause- effect relation with it His 
example is similar to Udbhata’s , in as much as the king’s victorious reign is 
presented by describing his waking up in the morning. *you are awakened 
from slumber by the sound of the shackles on your war prisoners, the sweet 
sounds of your bards’ music merging with it’ (KAR,VII,42-44.) 

We see that Bhoja’s examples of uktibhangi present the main purport in 
the same way. In the first the devastation of the enemy’s capital by the 
conquering king is expressed by describing the parrot which has to be released 
by a passer-by from its cage (as the palace is empty), and which flies from 
one portrait to another, of the inmates who have all fled. In the next the 
references to Brahma, VUnu and other gods have to be gathered from common 
lore. In both verses it is not the secondary usage of words or implied 
comparison or causal relation that connects the presented sense with the 
intended one, but association, (ex.215,2 16.) 

Ex.2 17-219. Bhoja extends the conception of paryaya to the employment of 
an occasion / event to convey the intended sense. Rudrata has spoken of 
avasara as the enhancement of the subject of description by marking it with 
some valuable detail. In his example, ‘this is that forest where, labouring to 
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keep Das'aratha’s command, Rama lived, and with his bare hands destroyed 
the demons.’ This is that river named Sipra whose waves break, dashing 
against the round breasts of Malava women.’ (KAR,VII,1 03*1 05.) 

Bhoja is not using the word avasara in this sense, but seems to be meaning 
the description of an occasion to present the intended purport. 

The verse from Kumdrasambhavam, describing Vasanta’s entry' into the 
scene of Rati’s lament, cannot be brought under parydya. Taken as a free 
verse, it conveys the whole story' of Madana’s destruction to the reader steeped 
in lore, and can serve to illustrate parydya, but supplemented as it is with the 
previous verse, by Bhoja, it seems to be doing the opposite. 

Ex.2 18. In this verse also, it is the occasion, namely, Yasoda’s words bringing 
a smile to the dairy wife and making her cast a meaning look a t Kryna, which 
indirectly presents his exploits in the bowers along the river. Here again it is 
not through secondary usage of language that this import is presented. 

Karikds 83-86. Coming to atisayokti, Bhoja borrows the definition from Dandin 
and also his concluding verse on the topic, which admits its role in other 
alahkaras also. He contributes the insight that the concept of atisaya can be 
applied only to guna or kriyd, and not to dravya and jdti The prabhdv atisaya etc. 
he is referring to, have not been mentioned in available earlier works. 

Dandin provides the definition and some of the examples as well for 
Bhoja. The expression of some particular feature (in the subject being 
described) crossing the limits of common experience, is atisayokti The first 
example is the description of the brilliant moonlight in which abhisdrikds 
dressed in white escape detection. He explains that the brightness of the 
moonlight has been expressed in this exaggerated manner. He then goes to 
other modes of exaggeration such as ‘doubting’ (which he has considered in 
upamd earlier). After doubting the existence of the waist in the woman 
described in one verse, he presents the same idea in another mode, in the 
next verse, which declares ‘the waist must be there - how will this heavy 
bosom stand without support ?’ After presenting the exaggeration of 
slenderness, Dandin presents the verse describing the king’s vast glory. lie 
concludes with the statement that this kind of expression, named atisaya ; is 
the ground / goal for all alahkaras. (KAD,II,2 14-220.) 

Bhdmaha defines atisayokti as expression crossing the limits of experience, 
employed for a purpose. He illustrates it with a description of the brilliant 
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moonlight in which the white saptacchada blossoms have to be inferred by 
the sound of bees hovering over them. In the next example the wet clothes 
on women bathing in the stream have been compared fancifully with the 
water moulting a skin like snakes and covering them. In the next verse, he 
calls these gunatisaya- which probably inspired Bhoja’s thought that this figure 
could be classified on the basis of guna and kriydu Bhamaha also notes the 
element of atisaya in all alankaras. (KAB,II,81-83.) More than his definition, 
his examples seem to have influenced the divisions made later by Udbhata, 

Udbhata repeats Bhamaha’s definition and further analyses the ways in 
which exaggeration is accomplished. Even when there is difference it is denied, 
and where there is no difference it is asserted. Or an impossibility is imagined, 
or the cause and effect are presented in the opposite sequence. The first two 
are illustrated by verses describing the effect of penance on Parvatl In one, 
the lustre bestowed on her by the austerities is so abundant that, even though 
reduced, she does not appear reduced. In the other, ‘what beauty ! She has 
ceased to be a child with penance.’ The last two are illustrated by verses 
which would fall under the utpadyopama and citrahetu of Bhoja. ‘If the 
moonbeam could fall on an open lotus, then the rosary of pearls in her hand 
would have comparison.’ ‘I think her glances fell in all directions later, Love’s 
arrows preceded them.’ (KASS,II,k.l 1 -13,ex. 13-16.) 

Vamana takes up atisayokti in the upama-prapanca, after utpreksd, which 
also has exaggeration as its object He defines it as inventing a feature or 
making a feature (in the subject) out to be of an excessive degree. The first is 
illustrated with the verse which Bhoja uses for utpadyopama - ‘if two streams of 
the celestial river could flow in the heavens, his chest adorned by the string 
of pearls can then have a comparison’. The second is illustrated with the 
usual description of the abhisdrika merging in the moonlight Vamana explains 
that the excessive brightness of the moon is expressed thus. (KASVJVJII, 10 
& ex.) 

Rudrata considers atisaya as one of the four bases on which figures of 
speech stand. Besides bringing the various ways of exaggeration under it, 
Rudrata counts figures in the other groups, vastavam and aupamyam, which are 
hyperbolic in expression, once again here. The only illustration in this atisaya 
category which Bhoja would put under his atisayokti, is the familiar description 
of the abhisdrikds being indistinguishable from the bright moonlight This 
example illustrates the alahkdra called tadguna here. (KARJX,23.) 

Ex.220-22 1. Logically approaching exaggeration, Bhoja must have observed 
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that, among qualities, largeness and smallness are carried beyond worldly 
limits in description. So he uses these verses from Dandin to illustrate 
mahatvatisaya and tanutvdtisaya, (KAD,II,2 19,2 1 7.) 

Ex.222. This example of kanti-atisaya is again from Dandin, who explains in 
his next verse, that the extreme brightness of the moonlight is expressed in 
this hyperbolic manner. (KAD,II,2 1 5-216.) Bhoja uses the same phrases in 
his comment, and then raises the question, as to how this is different from 
pihitam, [But it is not pihitam but tadguna that he has illustrated with a 
description of the abhisdrika walking in the moonlight. Ch.III,ex. 131. He keeps 
tadguna, along with pihitam, under the class, militam\ 

Ex,223-224. These two verses from Setubandha employ atisayokti aptly to 
express the feelings of joy and wonder. Rama's whole body thrilling at the 
touch of the jewel which Sitd has sent through Hanuman, and die wonder- 
filled view of the Suvela mountain being the occasions, atisayokti has die nimitta 
here, which Bhdmaha demands in his definition. 

Ex.2 25. Although he calls this prediction of disaster from the war between 
Rdvana and the gods anyonydtisaya, Bhoja brings this also under kriya-atisaya. 

So all the different hyperboles relate to quality or action and it is the 
magnitude which is exaggerated, towards mahattva or tanutva. This description 
of atisayokti see ms to be focussing on the notion of exaggeration, whereas the 
one presented by Udbhata and developed by Mammata and others, later on, 
includes features like fancy and comparison. 

Kdrikd 87. Earlier, slesa seems to have been close to rupakam , serving the 
purpose of comparison, by identifying the upameya with the upamdna, 

Bhdmaha uses the term s'listam and defines it as the identification of the 
upameya with the upamdna through quality, action or name. Raising the question 
as to how this differs from rupakam, he explains that the upameya and upamdna 
are presented together, but not by juxtaposing them as in the rupakam, 
jaladadantinaH , but by fusing the description in one expression. He continues 
that s'le$a is threefold, as it presents sahokti, upama or hetu, He illustrates these 
three, with the adjectives applying to both terms of the relation. In the last 
example, the phrase ‘because’ attached to all the adjectives converts this 
comparison of the king with the ocean into the hetu form. (KAB,III,1 4-20.) 

Vamana also keeps slesa close to rupakam in the upamd-prapahca, After 
defining rupakam as the imposition of identity between upamdna and upameya, 
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he goes to slesa, where the same operation is done through tantra-prayoga , or 
presenting in one expression, the features of both, whether quality, action or 
name. In his illustration, the identification of warriors with the breasts of 
women is only in name, accomplished purely through slesa, and serves to 
distinguish it clearly from rupakam, (KASVJV,III,7 & ex.) 

Dandin describes slesa in simple words, without relating it to rupakam. 
Slistam is expression possessing one form but more than one sense. He is the 
first to distinguish between abhinnapadarn and bhinnapadam, i.e., breaking the 
expression into identical words for both senses, and breaking it up into 
different component words for yielding the different senses. This distinction 
later came to be applied to sabda-s'lesa, and came to be termed sabhanga- 
abhanga, After illustrating these two basic types of slesa, Dandin recalls that the 
operation of slesa has been illustrated in upama, aksepa, vyatireka etc.. Now he 
proceeds to illustrate various types of slesa, at random - abhinnakriyah, 
aviruddhakriyah etc.. One notices that in the bhinnapada and abhinnapada 
examples, slesa covers the whole expression, even the subjects being contained 
in one word, while in these later examples the fusion is not complete, two 
subjects, or two actions being kept in different words. (KADJI,310-322.) 

Udbhata is the first writer to speak of sabda and artha as the two means 
through which s'le$a serves other alankdras. He hints at the two words themselves 
being fused in one form (as distinct from two senses being contained in the 
same word) when he says that, although pronounced in one effort, they may 
differ in accent etc.. 

This statement is elaborated by Induraja at length, with the assumption 
that sabda-sle$a means the fusion of two words which differ from each other 
in the effort involved (in the compounding usually) or in the accent or in 
both; and that artha-sle?a involves the same effort and accent, for both. In the 
illustrations describing Parvati, the upama , rupakam , virodha etc. which are 
apparent, are explained at length, as involving sabda-slesa or artha-slesa, 
(KASS,IV,k.9-10,ex. 15-17.) 

Rudrata makes the distinction between slesa and arthaslesa clear. Treating 
the first under the sabdalankaras, he conceives of it as more than one sentence 
being presented in a-single outward form. Under this he deals with all the 
ambiguities - differing word bases, affixes, genders, numbers, even two 
languages coalescing in the same form. Later he deals with slesa as one of the 
four modes governing artha-alankara. AVhere one sentence consisting of words 
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with more than one sense, yields more than one sense, that is arthasle$(L He 
defines and illustrates some ten varieties, and the idea of slesa is complete in 
all the examples, without separately mentioning the two subjects of the 
expression. For there is only one sentence and in its entirety it yields the two 
different senses, and in one case, two different rasas. (KARX.1- 23.) 

Bhoja seems to have discarded the ekarupata definition of Dandin here, 
as that would apply to slesa considered as a sahdalankara as well. He does not 
speak of arthaslesa, but seems to realise that, here, it is not one form (yielding 
more than one word), but one word, yielding more than one sense, that is 
involved. He takes the general distinction made by Dandin between bhinnapada 
and abhinnapada which would apply to all slesa, to give him two varieties, and, 
probably inspired by the abhinnakriya variety named and illustrated by Dandin, 
supplements it with a bhinnakriya variety. And as he often does, he goes to the 
related concept and adds the bhinnakaraka-abhinnakaraka pair, to bring the 
number to six. 

Ex.226,227. Dandin cites these two verses, after speaking of the bhinnapada- 
abhinnapada distinction. (KAD,II,311-31 2.) Bhoja distinguishes between the 
prakaranika and aprakaranika senses of each verse, and tries to show that the 
latter fits in, supporting the former. He names the statement on the moon as 
the contextual sense in both the expressions, and that on the king, as die 
non-con textual sense. Probably it is the sense which immediately springs to 
the mind that is the contextual, and the other which sounds distant, the non- 
contextual. 

Mammata would put both these verses under sabdaslesa, as the double 
meaning would be lost by substituting other words for dosakara, prado$a, raja, 
kara etc. 

Ex.228. This verse is quoted by Dandin, apparently to illustrate the 
aviruddhakriya type of slesa, (KAB,II,3 16.) Bhoja’s explanation uses terms from 
grammar, but the interpretation oV casitek$andK in two ways, giving rise to two 
words, ‘ asiteksana/i and ‘ asiteksanaK , goes against his own definition of this 
slesa as the expression of more than one sense by one word. 

Ex.229. This verse is cited by Dandin, apparendy for the abhinnakriya type of 
slesa. (KAD,II,316.) Bhoja explains how this differs from the first two examples 
(226-227) which too have a single verb. This expression is bhinnakaraka 
also. And that is what makes the abhinna-kriyd more noticeable. 
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Ex.230. This kind of expression is not to be observed in earlier works, which 
do not mention varieties such as bhinnakaraka A number of pairs of karakas 
are present, both in the nominative and instrumental case, and probably this 
would justify the inclusion of this variety, especially in contrast to the next 
verse, in which there is only one karaka serving both senses. This expression 
would be called sabdaslesa by Mammata, as the substitution of the words ‘ nagd, 
‘rambha and ‘‘pravala by other words would destroy the double meaning. 

Ex.231. This verse is cited by Dandin under virodha, where the contradiction 
is served by double entendre. Bhoja explains how the undependability of 
attractive eyes is supported by making it the centre of the conflict between 
Arjuna and Kama, through pun. He cites this again under samsrsti, to point 
out that the real purport is vyajastuti, and this is accomplished through the 
virodha-sleja, mingling in it like dust and water in a clod of earth. 

The allusion to individuals through the seeming common nouns is 
seen in the example provided by Rudrata for what he calls avayava-slesa. ‘The 
king was blessed with strength / balabhadra in his arms....’ (KAR, X,19.) 

Bhoja does not present entirely slista expressions in this chapter, invoking 
the whole sentence. He only wants to show that the same word (whether 
simple or compound) can yield more than one sense. He has made the 
bhinnapada-abhinnapada distinction here, but that does not take the two 
examples to the area of sle$a considered in the second chapter. For, whether 
do$ahara is interpreted as ‘night-maker’ or as ‘mine of vice’, it is a single pada. 
Similarly, whether raktamandala is interpreted as ‘with a red ring’ or ‘with a 
ring of loyal ones’, it is again a single pada, with one case affix, giving two 
different senses. The same conception of pada is maintained in the other 
examples as well. 

Under the sabdalahkara, sleya, the most peripheral features , prakrti, pratyaya 
etc., differing in form and application, were demonstrated to result in an 
identical pada. A pada-slefa was spoken of there, but the term ‘ pada was 
restricted to the pratipadikams listed in abhidhanamalas there. 

Bhoja has not adopted the terms sabdaslesa and arthas'le$a, but has 
considered one type of slesa as a sabdalahkara, and the other as an ubhayalankara, 
Mammata’s advocacy of the anvaya-vyatireka test for determining whether the 
s'leya belongs to s'abda or artha, does not seem to be correct. For, very few 
words applicable to both senses, literal or figurative, of the expression, are 
replaceable with others, which would be similarly applicable. And so there 
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could be very few examples of artha-sle$a. And even then, it would be better 
to describe it as an ubhayalankara, than as an arthdlankdra, 

Kdrikas 88-89, ex.232-237. Bhavikam has been conceived of as the 
embellishment of the whole poetic work by Dandin and Bhamaha, The former 
sees it as the poet’s purport pervading the entire work, leaving out eveiything 
irrelevant, integrating the parts well, expressing the gravest of matters effectively 
and so on. Bhamaha sees in it the vivid presence of past and future events 
before the reader’s eye. The matter being extraordinaiy and elevated, presented 
with ease and without confusion in language, will result in this quality. Udbhata 
takes Bhamaha’s definition and illustrates it with a verse in which the past is 
presented in the form of‘the collyrium which has been in her eyes earlier’ 
and the future in ‘the imagined adornment with ornaments, of her beautiful 
form’. Mammata follows the same line of thought (KAD, II, 364-366; KAB, III, 
53-54; KASS, VI, k. 6, ex.7; KJP, X, 1 1 4, ex. 500.) 

Rudrata does not speak of bhavikam, but mentions a bhdva, which he 
defines in two ways. The verse illustrating the first would come under the 
arthdlankdra, suksmam, of Bhoja, The illustration for the second seems to be 
close to the indirect way of expressing intent which Bhoja includes in his 
bhavikam. (KAR,VII,38-41.) 

Bhoja has already counted bhavikam / bhdvikatvam among the gunas. 
There, as a sabdaguna it stood for expression issuing from feeling, and as an 
arthaguna, for the expression of intent Here too, bhavikam is defined as the 
expression of intent by someone, either directly in words or by referring to 
some other matter. His own bhdva was seen to be the expression of intent 
through an action. For instance, ‘fixing the time for meeting the lover’ by the 
girl ‘closing the petals of the toy lotus’, when they are surrounded by people. 
Probably because that bhdva described action, it was put in the arthdlankdra 
chapter, and as this bhavikam is speech divulging intention, it is kept among 
the ubhayalahkdras. And this speech takes the form of straight statement, or 
employs an image, or a pretext Bhoja brings udbheda (disclosure) which he 
has hitherto used as a word to distinguish other alahkaras (as sodbheda and 
nirudbheda ), as an alahkdra under this. But to distinguish it in the same manner, 
he has to use the words vyakta and avyakta. 

All the illustrative verses have speech addressed by someone to another 
person. The dhvani school would see vastudhvani in most of them. 
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Karikas 90-92, ex.238-243. Bhoja comes to the topic of sankara / samsrsti 
now. Before coming to samsrsti, Dandin declares that upamarupakam and 
utpreksavayava have already been dealt with under rupakam and utpreksa, He 
distinguishes samsrsti as relating the alankaras in the manner of limb and 
body, or keeping them in equivalence. Two illustrations follow, probably to 
illustrate both types of samsrsti. Bhoja borrows this definition and the 
illustrations and puts them in Chapter V, where he once again takes up the 
topic of sankara in connection with rasa. The second example is the famous 
verse describing the darkness as painting the limbs, in which utpreksa and 
upama combine imperceptibly through the deceptive Hva’. Dandin adds that 
s'lesa enhances the beauty of all vakrokti (adorned expression). (KAD,II,359- 
363.) 

Bhdmaha approves of samsrsti, which combines several alankaras like a 
necklace of gems, as a superior embellishment. He also mentions 
utpreksavayava before coming to samsrsti, defining it as containing a little of 
utpreksa, combining with s'lista- and rupaka- sense. He gives one example of 
this and two examples of samsrsti, and suggests that other combinations can 
be made in this manner. (KAB,49-52.) 

While Bhdmaha and Dandin have mentioned utpreksavayava before coming 
to samsrsti, Vdmana brings utpreksavayava under samsrsti He defines samsrsti as 
one alahkara serving as the source of another. In upamarupakam a rupakam 
springs from an upama, and in utpreksavayava some alahkara gives rise to an 
utpreksa. In the illustration for the latter, the utpreksa is seen to arise from a 
rupakam and upama, (KASV,IV,III,30-33 & ex.) 

Udbhata is the first known writer to have distinguished between sankara 
and samsrsti At one place he speaks of sankara, seeing several possibilities in 
this combination of alankaras. In a poetic expression, more than one alahkara 
could be identified, but mutually exclusively, and the expression does not 
support the decision - which to retain and which to discard. In the illustrative 
verse, the phrase varendu can be interpreted either as upama or as rupakam, as 
Induraja points out. Another possibility is that both a sabdalahkara and an 
arthdlankara can be present severally, in one place or in one part of the 
expression. In the first illustration one sees both anuprasa and arthantaranydsa. 
In the second the s'lesa is located in some parts of an expression of upama. Or 
the alankaras could be assisting each other, without independent existence 
in the expression. In the illustration, the utpreksa and s'lesa complete each 
other. 
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Later Udbhata speaks of sanisrsti, which he defines as the placing of 
several alankaras in one place without any mutual connection. In the 
illustration, Visnu is compared to the moon abandoning moonlight in the 
morning, and the srl he abandons is presented in the metaphor of a shower 
of nectar without a flow. (KASS, V, k. 1 1 -13, ex. 10-13; VI, k. 5, ex. 5.) 

In the chapter devoted to the slesa group, after presenting die various 
s'lesa alankaras, Rudrata concludes the exposition of alankara with the topic of 
sankara. Mixtures of the alankaras belonging to the four categories - vastavam 
etc., are countless, and they should be named on the basis of the particular 
alankaras observed in the expression. [This is probably an allusion to the 
upamarupakam and utpreksavayava which obviously named specific 
combinations, but were mentioned apart from the general topic of sankara 
by earlier writers.] But a general distinction is made between two kinds of 
mixture, vyakta and avyakta, i.e., retaining their distinct identity, and total 
merging, of the alankaras. Rudrata seems to have been the first writer to have 
applied the descriptions - tilatandulavat and dugdhajalavaL to the mixture. In 
all the four illustrations, slesa is observed to be present. (ICAR, X, 24-29.) 

Bhoja uses both the terms, sankara and sanisrsti, defining the latter with 
the former. He takes the rice-sesamum and milk-water combinations 
mentioned by Rudrata, and adds four more types. He conceives of one more 
type of partially distinct mixture in the image-mirror mode. One more variety 
of fusion is conceived of, which, however, serves another figure, like dust and 
water combining to form a third entity, the clod of mud. The verse illustrating 
this was presented by Dandin under virodha expressed through s'lesa Now 
Bhoja adds that both serve vyajastuti, which is the real purport of the expression. 
As he does in many other cases, here too Bhoja adds an ubhaya variety - die 
vyaktavyakta mixture, in which the combining alankaras are distinct ly perceived, 
but form parts of the whole - like man and lion in narasimha, and patches of 
colour in a picture. 

Karika 93. The concluding verse affirms once again that Bhoja considers 
samsrsti as one of the Lwentyfour ubhaydlahkaras. The earlier writers have counted 
samsrsti as a specific alankara, Rudrata alone considering it as a possible mixture, 
to be designated by the name of the alankaras present in it. 









IS 


dc*r 

of 


DB . mss- rsu 

Dep^em oTdi'c Theosophicnl Socic.y 

“ C S1,"'retired in 2003 as Senior Reads 

in Sanskril, after for 

,caching in Indrapras.ha College 

W< T'a l “5cne she - »»»rdcd 
merft S scholarship in BA (Hons.) jg 
M.A. (Sanskrir). She S $]u . has 

“rf ’wo" PO O and »o M.H-U 

students. , ,, manv national 

She has attended man) 
and 8 ^crnaiiona. confer«h »d 

ha. prescnied more Han 50 pa 
Sanskrit Inclolosy. Philosophy Tamil 

Theosophy- , d Posl 

Her published woik is uuc 



